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PREFACE. 



It is not without hesitation that I oflfer to the pubhc 
the present contribution to the history of music. I 
am fully aware that, in having to express myself in a 
language which is not my mother tongue, I labour 
under considerable disadvantage. Nevertheless, I 
venture to hope for the reader's indulgence on this 
point, for the following reasons. 

For years I have taken every opportunity of ascer- 
taining the distinctive characteristics of the music not 
only of civilized but also of uncivilized nations. I 
soon saw that the latter is capable of yielding im- 
portant suggestions for the science and history of 
music, just as the languages of savage nations are 
useful in philological and ethnological inquiries. 

As I proceeded, I became more and more convinced 
that, in order to understand clearly the music of 
the various modern nations, it was necessary to 
extend my researches to the music of ancient nations. 
Thus my attention was directed to the Assyrian 
monuments in the British Museum. All the facts 
which I have been able to gather from them must 
be considered as a new addition to our history of 
music, and one by no means unimportant to the 
musician. 

If from the music of ancient nations important 
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hints may be obtained respecting the music of the 
various modern nations, on the other hand, an exact 
acquaintance with . the latter greatly facihtates the 
proper appreciation of the music of any ancient 
nation, such as the Assyrian. 

For these reasons I venture to hope that my book, 
notwithstanding its shortcomings, may be received 
with indulgence by those interested in the subject of 
which it treats. 

Should this hope be realized, I purpose soon to 
publish a work on National Music, on which I have 
for a considerable time been occupied. 

Respecting the illustrations in the present book, I 
have to add that those relating to Assyrian music, as 
well as several illustrative of Egyptian music, have 
been copied from the antiquities in the British 
Museum. Some, which have been derived from 
other sources, are specified in the list. Moreover, 
for drawings of most of the Egyptian musical in- 
struments, I am indebted to Sir Gardner Wilkinson's 
' Manners and Customs , of the Ancient Egyptians,' — 
a work which deserves the special consideration of 
all interested in the history of ancient music. 

1864. C. E. 

PUBLISHER'S NOTE TO THIS ISSUE. 
(Which is an exact facsimile of the 1864- edition). 

Pig. 6, page 38. Assyrian Lyre. The strings, as stated in the 
letterpress, should be, shown tied round the front bar. This is 
shown in the British Museum slab. 

Fig. 9, page 44. Assyrian dulcimer. The end of the dulcimer 
away from the performer has been somewhat unskilfully mended 
in the example at the British Museum and in joining the slabs 
a portion showing the bridge is wanting. This should have been 
shown in the illustration given. 

1909. 
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CHAPTEE I. 

THE OLDEST RECORDS ON MUSIC. 

Representations of musicar instruments on ancient sculptures and 
paintings — National music applied to ethnology— Monumental 
records referring to Assyrian music — The ruins of Nimroud, 
Khorsabad, and Kduyunjik — The extent to which the character- 
istics of Assyrian music can be ascertained from the representa- 
tions of the instruments — The gradual development of music 
from its most primitive state, demonstrated by a comparison of 
the music of modern nations in different stages of civilization — 
The earliest musical instruments — Examples of musiqg,], scales in 
use among nations in different stages of civilization — The earliest 
development of vocal music — The degree of progress in music 
attained by the Assyrians — Their accomplishments in other arts. 

It is unnecessary for the purpose of this work to 
notice the mythological accounts and legends found 
among different nations respecting the origin and 
early development of music. Neither need I trouble 
the reader with a reiteration of the oldest records 
ou this art given in Holy Writ. With these I 
may presume every one to he acquainted ; at all 
events a reference to Burney's 'History of Music,' 
or any similar work, will at once supply the inquirer 
with such information. My object is to submit a 
few observations which are not to be found in those 
books, but which seem to me useful as introductory 
to the following pages, because they indicate the 
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point of view from which the music of the Assyrians, 
as an art, ought to be considered, in order to be pro- 
perly understood. 

Before proceeding further, it must be observed 
how much new Hght has been thrown on the state of 
music of different ancient nations by the various 
interesting researches and discoveries made in the 
course of the present century. Not only have we 
become better acquainted, by means of sculptures and 
paintings, with the musical instruments of several 
ancient nations, but in some instances the actual 
instruments have been discovered in tombs or other 
places, where, protected from the destroying influ- 
ences of air and damp, they had remained almost 
unchanged during a marvellously long period. It 
seems indeed almost incredible, but it is nevertheless 
a fact, that in one of the famous sepulchres at Thebes 
an Egyptian harp was found, with catgut strings 
which, when touched, still emitted sounds, though the 
instrument had been immured and mute probably 
about three thousand years. 

With the musical instruments of the ancient Egyp- 
tians especially we have become more intimately 
acquainted during the present century, by means of 
sculptures and frescoes, which not only furnish repre- 
sentations of instrunaents, but also show us their use 
in musical performances, and display the peculiar cus- 
toms of the people among whom music was common. 

Besides the music of the ancients, we have become 
gradually more familiar with that of contemporary 
nations in every part of the globe; — at all events, 
more attention is paid now to national music than 
formerly, though this subject does not in my opinion 
yet receive that consideration which it deserves. 
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Hiflia'to 16 lias beeA. alihost entirely dM-egard6d by- 
musical savants. Sir Jobn Hawkins, in the preface 
to his 'History of Music,' says': " The best music of 
barbarians is said to be hideous and astonishing 
sounds. Of what importance then can it be to in- 
quire into a practice that has not its foundation in 
science or system, or to know what are the sounds 
that most delight a Hottentot, a wild American, 'or 
eVen a more refined Chinese ?" I have transcribed 
Hawkins's own words, because he precisely e-^pte^es 
the prevailing opinion, not only of his own day, but 
also of the present time. I think, however, a few 
moments' reflection will convince the reader of its 
fallacy. The study of national music is especially 
useful to the musician, because it enlarges his musical 
conception, and secures him from one-sidedness and 
an unwarranted predilection for any peculiar style or 
any particular composer. 

Many national tunes ar& deligh|;fuHy besfutiful, and 
are therefore eminently fitted for improving the taste 
and preparing it for a higher appreciation and a ju- 
dicious cultivation of what is refined and beautiful in 
art. Our best composers, as might be expected, have 
been fully aware of this ; indeed, they have been the 
most ardent admirers of national music, and have not 
' unfrequently evinced this 'by imitations of national 
tunes, or by adopting them into their works. Han- 
del's beautiful Pastorale in the ' Messiah ' owes it 
origin to a song of the Italian Pifferari, — Cala- 
brian peasants, who, according to an ancient custom, 
make their appearance in Eome about Christmas, 
to perform their pastoral melodies before the shrines 
of the Holy Virgin; — Mendelssohn also is in-- 
debted for the theme of the admirable Scherzo in his 

B 2 
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Symphony in A minor to a well-known Scottish 
melody. 

And though the music of some nations may appear 
to us. harsh, and riide, it not infrequently gliins upoEi 
lis when we have, so to say, hecome reconciled to its 
unpolished exterior, and are no longer unahle to catch 
its true spirit. This may be said to be the case, for 
instance, with, the music of the Hungarians and Wal- 
lachians, which, however strange and unsatisfactory 
it may appear to the ear of those not accustomed to 
it, has great charms for the initiated. 

Moreover, national music which may seem to us 
en&ely devoid of beauty, |»ossesses generally some 
characteristic peculiarities in rhythm or modulation,* 
which afford valuable hints to the reflecting musician ; 
so much so, that, when judiciously employed and en- 
nobled in musical composition, they may be made to 
produce new and charming effects. 

Likewise a knowledge of the nature and construction 
of the numerous musical instruments used by different 
nations may be, and indeed has often been, suggestive 
in inventing and improving our own instruments. 

Even if it were true that the music of those nations 
only which have cultivated this art' Scientifically, could 
be considered worthy of being inquired into, it is evi- 
dent that the contempt with which Hawkins speaks of 
the music of the Chinese is inconsistent with his own 
dogma, since they, as well as the Hindoos, Persians, 
Arabs, and several other nations, all of which are 
.entirely ignored by him, actually possessed musical 
systems long before our own was developed. 

Again, in an ethnological point of view, an ac- 
quaintance with national music must be, I should 
think, interesting. There are sometimes striking re- 
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semblances in the musical scales, in peculiarly cha- 
racteristic modulations, or in the construction and 
employment of the musical instruments, between two 
different nations, so that the ethnologist may perhaps 
find therein hints, either affording him additional 
evidence in substantiating a preconceived theory, or 
perhaps even suggestiiig pome entirely new investi- 
gation. Thus, though the remarkable resemblance 
of the music and musical instruin^nts of the Japanese 
with those of the Chinese cannot be considered as a 
sufficient proof that these two nations derived their 
civilization from the same source, yet in combination 
with other evidehce it may point to a conclusion 
almost irrefragable. 

4nd as in their songs the people express generally 
their innermost feelings' and aspirations, national 
music would even on this account alone be highly in- 
teresting to the intelligent mind, because it exhibits 
the true character of a nation. 

Moreover, a knowledge of it is an especial assistance 
in investigating the music of ancient nations such as 
the Assyrians or the Egyptians, and it is for this reason 
that I have thought it necessary to say thus much on 
a subject which most otherwise appear irrelev^t. 

Concerning the music of the Assyrians little or 
nothing is to be found in our musical literature ; nor 
could it be otherwise, since the discoveries which give 
us some insight into its character are of very recent 
date. These are almost the only sources from which 
information can be obtained ; and as they are yet 
very limited, the result of an investigation of them 
must necessarily be in many points unsatisfactory. 
However, as regards a nation such as the Assyrians, 
who played for a long time an important part in the 
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history of the world, and whose power, wealth, enter- 
prise, and miUtary greatness, as recorded in the 
Bible, have been, so to say, brought before our eyes 
through recent discoveries, — any investigation which 
is likely to assist in throwing additional light upon 
its state 6f civilization cannot but be interesting. 
Besides, tlirough the music of the Assyrians we may 
also pesjfiibly become better acquainted with that of the 
Hebrews, so often mentioned in the Bible, on which 
many treatises have been written, but which neverthe- 
less is so imperfectly understood that even the meaning 
of frequently-occurring musical terms and expressions, 
and the nature of some of the most usual Hebrew in- 
struments, have not been exactly ascertained. 

'The discovered monuments of the Assyrians, on 
which the musical instruments are represented, con- 
sist of bas-reliefe. Most of them are at present de- 
posited in the British Museum. They have been 
obtaiwed from thre^. extensive m&unds near the river 
Tigris in Asiatic Turkey. These mounds owe their 
origin to the natural accumulation of rubbish and 
earth over the ruins of destroyed edifices. They are 
known as the mounds of Nimroud, Ehorsabad, and 
Kouyunjik. 

Nimroud, situated about twenty miles to the south 
of the town of Mosul, was explored in 1847 and 1850 
by Mr. Layard, and the discovered bas-reliefs have 
been transmitted to the British Museum. 

Ehorsabad, about ten miles to the north-east of 
Mosul, has been excavated by M. Botta, French 
Consul at Mosul. Most of the sculptures obtained 
by him are at present in the Louvre. 

The mound of Kouyunjik, which is believed to 
contain the ruins of the ancient city of Nineveh, is 
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situated in the immediate vicinity of Mosul, on the 
Ojpposite bank of the Tigris. Mr. Layard, in his 
'Monuments of Nineveh,' observes that many of the 
sculptures from this mound were, when discovered* 
in too advanced a stage of decay to bear removal, 
and Jiave already perished. A valuable collection 
was, nevertheless, secured by him, and is flow exhi- 
bited in a separate gallery in the British Museum. 
Another very interesting series of slabs from Kou- 
yunjik has recently been obtained, also for the British 
Museum, by Mr. Hormuzd Kassam, and by Mr. Loftus, 
who excavated the mound in 1853 and the two 
following years, under the direction of Sir H. C. 
Kawlinson, who resided at that time as British 
Consul-General in Bagdad. 

According to the opinion of the most competent 
judges on Assyrian history, the period iu which 
these monuments were executed commences about 
1000 years b.c. The musical instruments represented 
theireon must of course be older, and may have 
existed many centuries before that time. This appears 
the more probable when we consider that they were 
used at religious and popular ceremonies, and in re- 
presentations of historical events of earlier times. 

It may perhaps be objected that from the mere 
representations of the instruments, which moreover 
are, in not a few instances, imperfectly preserved 
and partly obliterated, but little reliable information 
respecting tlie characteristics of Assyrian music can 
be gathered. However, it must be borne in mind 
that musical instruments are often so constructed as 
to permit only the use of certain intervals or com- 
biniations of sounds. This is the case with several 
of ' the Assyrian instruments, as I shall endeavour 
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hereafter to explain. Besides, almost all these in- 
struments are yet in existence in different parts of 
the East, and are played upon by the people almost 
precisely in the same manner as we see that they 
were: handled nearly 3000 years ago by the Assy- 
rians. And it is remarkable also that several of the 
peculiar customs or ceremonies with which music 
was connected, according to the representations on 
the Assyrian sculptures are yet to be found in the 
East. I trust a consideration of these facts will make 
it appear less presumptuous in me if, from an exami- 
nation of the slabs, in connexion with other sug- 
gestive hints which will be noticed afterwards, I 
venture to come to a definite and certain conclusion 
respecting the nature of tlie musical system of the 
Assyrians. 

There is another point with reference to our oldest 
records on music, on which it seems to me necessary 
to say here a few words. Nothing is more usual 
than the notion that, in order to trace the art of 
music from its most primitive state and to observe 
its gradual development, we must commence our 
inquiries by penetrating the most remote periods. 
This, hSwever, is erroneous, as I shall have soon 
an opportunity of proving. Indeed it will be seen 
that among the most ancient nation^ known to us — 
the Assyrians as well as the ancient Egyptians and 
Hebrews — music had already attained a degree of 
perfection considerably higher tb»n we meet with in 
many nations of our -own time. 

A clear idea of the gradual development of the 
art of music,, from its most primitive condition to 
that degree of perfection in which it at present exists 
among ourselves, may be. best/obtained by examining 
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the music of contemporary nations in different stages 
of civilisation. At the same time it is necessary to 
compare the music of several nations standing in the 
same scale of civilisation, hecause climate, the usual 
occupations of a people, and other circumstances, are 
here not without a modifying influence. Thus, in 
order to ascertain how music reveals itself in its 
earliest infancy, we ought to observe it not only 
among the natives of the Puegian Archipelago, or 
the Esquimaux, but also among the natives of Aus- 
tralia, of New Guinea, and others in a similarly low 
state of civilisation, who are placed in a part of the 
globe which impels them to pursuits and habits dif- 
ferent from those which we find among the former. 

Some knowledge of this kind seems to me abso- 
lutely requisite for an unbiassed examination of the 
music of an ancient nation like the Assyrian. If we 
were to consider it only from the level of our own 
highly cultivated music, starting with the assumption 
that the musical system of the Assyrians must have 
been similar to our own, though less perfect — that 
they possessed scales and rhythmical constructions 
similar to ours, though probably much more incom- 
plete — that their musical compositions must have 
been the less good the less they resembled the com- 
positions of Mozart and Beethoven: — if we were to 
commence our enquiries from this one-sided point of 
view, we should be led to partial and unsatisfactory 
conclusions. 

The reader will therefore do well to bear in mind 
the following brief observations, which result from' a 
comparison of the music of the different nations of 
the present time> as I have just indicated. 

Vocal music, regarded historically, takes precedence 
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by its antiquity of instrumental music. There exist 
even at the present time a few savage tribes who, 
though possessing a number of songs, are almost 
entirely unacquainted with musical instruments. If 
they accompany their vocal effusions at all, it is only 
with the rhythmical sounds produced by clapping of 
hands, or by beatjug pieces of wood together- Gene- 
rally, howevei-, tTie most uncivilised nations at pre- 
sent existing employ for this purpose some rhythmical 
instruments, especially the drum and the rattle. Tlie 
invention of these instruments is very naturally ac- 
counted for. Indeed it is not improbable that man 
was led by the .animating effect of the regular accom- 
panying sounds of his steps, in walking while sing- 
ing, to invent such instruments to heighten the effect 
of his songs, especially in processions and dances. 
At all events it is not surprising that we meet with 
them at an earlier period ,than with any others. The 
variety in construction, shape, and size of the dif- 
fereflt kiiids of drums, found in almost every part of 
the world, is indeed remarkable. It would almost 
require a separate woi'k to describe them. 

A step further, and some rude wind-instruments 
make their appearance. The pipe, generally made 
of reed or wood, appears at first without finger-holes, 
and only capable of emitting one or two notes. 
Similarly incomplete is the liorn or trumpet, usually 
constructed of the houn of an animal in which a 
mouth-ltple has been cut ; or consisting of pieces of 
wood fixed tightly together, like the Swiss Alp-horn 
and the Lure of the Scandinavians ; or made of the 
tusk of an animal, as the large ivory trumpets of 
the negroes of Western Africa, which are simply the 
hollowed tusks of elephants. 
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Another step further and we find, in addition to 
those already mentioned, some rude wind-instruments 
formed hy a combination of a number of pipes, such 
as the double-pipe and the Pandean-pipe (the syrinx 
of the ancients).. The latter especially is to be found 
among many savage tribes in different parts of the 
globe. This instrument is particularly remarkable 
as being the first producing a series of notes of dif- 
ferent pitch, and" therefore the first on which a 
melody, or what may be called a tune, could be 
played. But it must not be supposed that in the 
rudest instruments of this kind any regular order 
of succession of notes is observed. On the contrary, 
the notes succeed each other without any systematical 
arrangement whatever. 

Next we meet with instruments consisting of a 
series of pieces of sonorous wood, which are made to 
vibrate by being beaten with a stick or hammer, like 
our harmonicdn. The ii^vention of instrument^' of 
this description seems to have suggested itself to 
many nations at a very early stage of musical pro- 
gress ; nor is this to be wondered at, considering that 
sometimes a merely rhythmical instrument like the 
drum, when made of hard wood or any other particu- 
larly sonorous substance, will emit a distinct tone in- 
stead of a confused sound. The effect accidentally pro- 
duced by a few such drums beaten at the same time 
must have soon directed man's attention to the in- 
vention of a united series of wooden islabs of different 
pitch. It is therefore not surprising that instruments 
of the harmonicon species should exist in many dif- 
ferent parts of the world. Some savage tribes possess 
them at present in a very imperfect state ; but gene- 
rally we find them improved by the addition of some 
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coatrivance for increasing the sound, like our sound- 
ing-board. The negroes use gourds for this purpose. 
What I have said of the notes of the syrinx appHes 
also here. Where these instruments exist in a most 
primitive condition, no regular succession of intervals 
is traceable, but the relation oi the notes to each 
other is seemingly quite unpremeditated and acci- 
dental. However at present there are but few nations 
so littie advanced in music as not to possess some 
kind of order in the notes, produced on their instru- 
ments, or what might he considered as some approach 
io a musical scale. The following examples, selected 
from a number which I obtained by an examination 
and careful comparison of the instruments to which 
they appertain, may fqrthei^ elucidate my obserya- 
tions : — 



1. Syrinx. — Tonga Islands. 



fEi^=iiE^g=^^^ 



2. Another. 



E?=fe=aE 



Zizlr^c^z^F. 
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3. Another. 



=^^^ ?='^^P-=S=^F^| 



4. Zanze. — Senegambia. 
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6. Zanze.— Guinea. 
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7. Syrinx. — Ancient Peru 

4 — 4 
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8. Pipe. — Ancient Mexico. 
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9. Gambang gang sa.— Java. 
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10. A KIND OP Haemonicon. — China. 



^^^^^m^M 



11. Balafo. — Senegambia. 
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12. Balafo.— Mandingoes. 
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Nos. 1, 2, and 3, are the notes of three syi'inxes 
from the Friendly or Tonga Islands in the Pacific 
Ocean. The syrinx No. 1 was brought hy Captain 
Fourneaux from Tongataboo (formerly called the Isle 
of Amsterdam), and is the same which has been de- 
scribed in the 'Philosophical Transactions of the 
Hoyal Society,' vol. Ixv. Nos. 2 and 3 are from in- 
struments in the British Museum : the former consists 
of nine pipes, and the latter of ten, which, when 
blown with an unusually strong breath, produce 
other notes besides those above indicated. No. 2 
may be considered as belonging to the diatonic scale 
of A major, and No. 8 to that of d major. The ar- 
rangement in the succession of the notes may perhaps 
have been suggested by the notes of some birds: at 
least such is the impression produced upon the hearer 
when the pipes are sounded in a moderately fast time. 
Nos. 4, 6, and 6 show the notes of three zanzes. 
The zanze (in different parts of Africa known also by 
the names of anibira, marimba, ihelm, vissandsohi, &c.) 
is a favourite instrument of the negroes, especially of 
those in Senegambia and in Upper and Lower Guinea. 
It consists of a wooden box on which a number of 
sonorous slips of wood, or tongues of iron, are fixed 
in such a position as to admit of their being made to 
vibrate by pressing them down with the thumb or 
with a stick. Of the above instruments No. 4 con- 
sists of slips of wood or cane ; the others have 
tongues of iron. They are in the possession of Victor 
Schcelcher, Esq., who kindly permitted me to ex- 
amine his interesting collection of musical instru- 
ments. The succession of the notes in these three 
instruments appears, as will be observed in the above 
•examples, to be quite arbitrary. 
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No. 7 shows the intervals of a syrinx, called 
hUayra-puhura, of the ancient Peruvians. Several 
instruments of this kind, made either of reed or of 
stojie, have been discovered in ancient tombs. The 
present one, which may be seen in the British 
Museum, contains a double row of reed-pipes, of 
which one is open below, and the other closed. 

No. 8 shows the intervals of an instrument of the 
ancient Mexicans, a kind of flageolet with four finger- 
holes. 

No. 9- shows the intervals of the gambang gangsa, a 
kind of hartnonicoh with metal plates, from J^va ; 
and No. 10 the intervals of a Chinese instrument of 
a similar description, but made entirely of wood. It 
will be seen that these instruments have the notes of 
our diatonic scale, with the exception of the intervals 
of the fourth and seventh. The two semitones of our 
diatonic scale are consequently wanting, and there 
are only five different notes in the compass of an 
octave. On the other hand there are two minor thirds 
which in our diatonic scale do not occur, viz., from 
the third to the fifth, and from the sixth to the 
octave. As I shall have afterwards to refer to this 
peculiar scale, which is to be found in severaL Asiatic 
nations, and which existed evidently in former ages 
with others where at present only a few traces of its 
former existence are perceptible, I may add that I 
have given it, by way of distinction from the dia- 
tonic scale, the name oi pentatonic scale. 

It is remarkable that the music of the ancient Inca 
Peruvians, and of the Aztecs in Mexico, was also 
founded upon this scale, as will be seen indicated in 
the notations Nos. 7 and 8, and as I could further 
prove by corroborative evidence. This fact may be 
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suggestive to the ethnologist, as pointing to an early 
connexion between the American Indians and Asiatic 
nations. 

Nos. 11 and 12 exhibit the intervals appertaining 
to two balafoes of the negroes of Senegambia. The 
Mandingoes, from whom the second of these has been 
obtained, are, it will be remembered, a people widely 
spread through Western Africa, and somewhat more 
advanced in civilization than most other negro tribes. 
The fact that on the balafo, which is a species of 
harmonicon, we meet with our diatonic scale (and I 
could point out other nations even less advanced than 
the Mandingoes who are acquainted with this scale)-, 
may tend to the conclusion that this scale naturally 
suggests itself wherever sufficient progress in music 
has been made for the adoption of any distinct and 
regular succession of intervals. Even if we assume 
that, where we find this scale among uncivilized 
nations, it must have been derived from Europeansj 
as is in many instances undoubtedly the case, it 
proves at all events that there exists very universally 
a natural susceptibility for it, and that it is therefore 
a less artificial scale than theorists have frequently 
declared it to be. However, I hope to show that it is 
not the only scale with which a nation must neces- 
sarily become acquainted in its musical progress. 

After the invention of the syrinx and the har- 
monicon, the next important step in the development 
of instrumental music was the discovery that upon a 
single pipe different notes are producible by means of 
finger-holes. A great variety exists of such instru- 
ments, blown with the mouth, or with the nose, as 
the nose-flutes of the Society and Feejee Islanders, 
and the poogyee of the Hindoos. I could point out 
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several nations or tribes wlib, when first visited by 
Europeans, possessed such instruments, though they 
were entirely unacquainted with stringed instruments. 
There is, however, one stringed instrument which, 
among some savage nations, is found at a very early 
stage of musical progress, and before the invention 
of wind-instruments with finger-holes. This is merely 
an elastic stick bent with one or two strings, like a 
bow. Indeed it is very probable that the bow used 
in the chase and in war suggested this instrument, 
which in its turn seems to have led to the invention 
of several others, in which the shape of the bow is 
more or less discernible. We may then consider this 
primitive bow-shaped stringed instrument as the 
great ancestor of the harp, lyre, and other similarly 
constructed stringed instruments. 

In most instances, however, those nations who are 
only acquainted with one stringed instrument con- 
struct this by stretching some strings over a hollow 
piece of wood or a calabash. The strings, usually 
consisting of the fibre of some plant or the hair of 
some animal, are played upon either with the hand 
or with a plectrum made of wood, bone, or any other 
suitable substance. In a more perfect condition an 
instrument of this description greatly resembles our 
dulcimer. It may therefore be considered the parent 
of the latter, from which again ultimately have 
sprung the harpsichord, spinet, pianoforte, and all 
similar instruments. 

Important progress in the development of instru- 
mental music was made by the invention of the 
finger-board, or neck, by means of which a- series of 
different notes is obtainable on one string, merely by 

c 
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shortening it more or less, as is the case with the 
guitar, lute, tamboura, and others. 

Stringed instruments played with a bow are the 
least universal. They are however met with not only 
throughout Europe, but also among the Chinese, 
Hindoos, Japanese, and other Asiatic nations. 

The invention of keyed instruments, like our piano- 
forte and organ, is entirely European, and of com- 
paratively recent date. The rudiments of these in- 
struments, however, have existed in Asia from a very 
remote period. The Chinese, an well as the Japanese, 
possess two distinct instruments which in construction 
bear a remarkable resemblance to our organ. One of 
these, the cheng of the Chinese, consists of a box or 
bowl, into which a number of tubes of different 
length and pitch are inserted. Each of these tubes 
contains a small metallic tongue, hke the so-called 
free-reed stops of our organ, or like our accordion. 
The instrumeut is made to sound by being blown 
with the mouth through a kind of spout at the side 
of the bowl, and the tubes have holes to be played 
upon with the fingers. In Laos and Siam there is 
also a species of organ constructed on a principle 
similar to the cheng, though entirely dissimilar in out- 
ward appearance. 

In indicating the order in which the different kinds 
of instruments make their appearance in the de- 
velopment of music, I do not of course intend to im- 
ply that this order necessarily occurs in every nation,, 
but only that it is the most usual. Extraordinary 
influences not unfrequently produce exceptions : thus 
an uncivilized nation coming in contact with a civi- 
lized one is most likely to adopt the inventions of the 
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latter, without experiencing the gradual degrees of 
progression which in the course of time led to these 
inventions. The Hottentots in South Africa — a 
people particularly ingenious as well as fond of 
music — having become acquainted with the violin 
through the Dutch boors who settled among them, 
soon contrived to construct similar instruments, and 
learned to play them ; so that at present a rude kind 
of violin is not uncommon among the Hottentots, 
and may be considered as one of their national in- 
struments, although they are unacquainted with 
several others which have usually preceded the 
invention of stringed instruments played with a 
bow. 

The earliest development of vocal music is closely 
connected with that of instrumental music. The 
melodies of songs are not unfrequently performed by 
the people on their instruments, and melodies ori- 
ginally invented on instruments are often adopted as 
tunes of songs by being wedded to words. Certain 
characteristics in national songs — as, for instance, a 
peculiar succession of intervals, a frequent occurrence 
of certain groups of notes, passages, or modulations — 
can therefore be frequently traced to some favourite 
instrument which, from the nature of its construction, 
suggests or perhaps demands these characteristics. 
For this reason it is often possible, solely from an 
exact acquaintance with the musical instruments of 
a nation, to determine with much certainty the chief 
characteristics of its vocal music. 

The songs of savages in the lowest scale of civiliza- 
tion are generally confined to the compass of few 
notes, seldom extending beyond the interval of the 
fifth. Sometimes, however, a sudden transition into 

c 2 
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the octave occurs, especially in sudden exclamations, 
or where a word naturally dictates an emphatic rais- 
ing of the voice. The jifth especially plays a promi- 
nent part in primitive vocal music. As far as I have 
heen able to ascertain from an examination of many 
songs of this description, derived from different 
nations, it appears that, with respect to their more or 
less frequent occurrence, the intervals range in the 
following order: — Prime, jifth, third, second, sixth, 
octave, fourth, seventh. But it must not be supposed 
that each interval is distinctly intoned : on the con- 
trary, in the transition from one interval to another, 
all the intermediate intervals are slightly touched in 
a way somewhat similar to a violinist drawing his 
finger rapidly over the string from one note to an- 
other to connect them ; and as the intervals them- 
selves are seldom clearly defined, it will easily be 
understood how nearly impossible it is to write down 
such songs in our notation so as to convey a correct 
idea of their natural effect. In instances where the 
major third is not distinctly intoned, it sometimes 
gives the impression of minor ; and I have reason to 
believe that many songs have heen written down in 
minor by collectors which would have been more pro- 
perly written in major. 

Savages are generally very imitative. Their 
dances are often representations of the peculiar mo- 
tions and gambols of certain animals ; and the motivos 
of their songs have not unfrequently been derived 
from a similar source, especially from the songs of 
birds. Sometimes this can be distinctly traced. As 
as an example I shall only mention the Aangitsch songs 
of the natives of Kamtsehatka, which derive their 
name as well as their origin from a wild duck {Anas 
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glacialis) which appears in Kamtschatka at a certain 
season in large flocks. The notes of this bird are — 



i-^ 



^ 



but the same pitch is not constant in all birds of this 
description, some emitting tlie notes higher, some 
lower. It may easily be imagined what a variety of 
melodious sounds must be produced from a whole 
flock of these birds. This explains also how it hap- 
pens that the Aangitsch songs, which form a particular 
class of national songs of the Kamtschadales, are very 
diflferent from each other, although all have been 
derived from the same source. 

We should however err were we to infer, as sbme 
speculators have done, from such facts, that in a 
primitive stage of the art all vocal compositions 
consisted only of imitations or adoptions of sounds 
derived from the animated world. The power of 
creating an expressive melody is an iuate gift which 
the most primitive savage may possess as fully as the 
most highly civilized man. Susceptibility for music 
is, in a greater or less degree, natural to all men, and 
is not dependent on the state of civilization which 
has been attained. The savage thus gifted, however 
little in some respects he may be elevated above the 
animal, is likely, when influenced by strong emo- 
tions, to be led by a natural impulse to give vent to 
his feelings in musical phrases improvised at the 
moment, without any external aid. If these phrases, 
or rather melodies, are particularly impressive and 
plea,sing to others, they are soon caught and retained 
in the memory, and further circulated amaug the 
people. Such is usually the origin of national songs, 



22 THE OLDEST RECORDS ON MUSIC. Chap. I. 

which, however, as they mostly are only traditionally 
preserved, frequently undergo, in the course of time, 
considerable alterations by additions, extensions, or 
otherwise. 

With respect to the form of vocal music in its 
infancy, I must not omit to notice the usual combina- 
tion of voices in which two or more sing alternately, 
or in which a chorus responds to a leader, who is 
more generally the chief or superior of the party 
than the superior musician. This mode of singing 
has been observed in many uncivilized nations. We 
find it, for instance, among the New Zealanders, in 
dragging their canoes overland; among the palan- 
quin-bearers in Hindoostan ; among the negro slaves 
in Brazil, when employed in carrying heavy burdens ; 
among the Egyptian boatmen on the Nile. And such 
is also the oldest form of vocal performance recorded 
in the Bible. After the miraculous escape of the 
Jews through the Red Sea, and the destruction of the 
pursuing enemy (about 1600 B.C.), "Miriam the 
prophetess, the sister of Aaron, took a timbrel in her 
hand ; and all the women went out after her with 
timbrels and with dances. And Miriam answered 
them, Sing ye to the Lord, for he has triumphed 
gloriously ; the horse and his rider hath he thrown 
into the sea " (Exodus xv. 20). Again, about four 
centuries later, when David returned from the 
slaughter of the Philistine Goliath, " the women 
came out of all the cities of Israel, singing and 
dancing, to meet King Saul, with tabrets, with joy, 
and with instruments of music. And the women 
answered one another as they played, and said, Saul has 
slain his thousands, and David his ten thousands" 
(1 Sam. xviii. 6). From the construction of some of 
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the Psalms it appears also that . the Jews practised 
alternate singing of this nature during their religious 
observances in the Temple. I may cite as an ex- 
ample the cxxxvi. Psalm, with its regular repeti- 
tion of the sentence, "for his mercy endureth for 
ever." Later we find in the Chi;istian Church a 
similar form, which has been preserved until the 
present time in our ahtiphonal responses. 

There are so many noteworthy facts relating to 
the earliest development of the art of music, as ob- 
served among different nations that I should gladly 
have extended my observations on this branch of my 
subject, were this the proper place for so doing. 
However, the above sketch, imperfect though it be, 
will, I believe, be sufficient to prepare the reader for 
au unbiassed examination of the music of the Assy- 
rians, Egyptians, and Hebrews, which is the chief 
object of this book. I may add that those who desire 
to learn more about national music will find informa- 
tion and drawings of foreign instruments in a work 
shortly to be published in which I have endeavoured 
to show that an acquaintance with the characteristics 
of the music of different nations may be an assistance 
in ethnological researches, as well as in the study of 
musical composition. 

The Assyrians, as we learn from their monuments, 
not only possessed a variety of pulsatile, wind, and 
stringed instruments, but they also understood how 
to employ different kinds of stringed instruments in 
concert, either in mere instrumental performances or 
iu connexion with vocal music. Moreover they were 
acquainted with the use of the finger-board, by means 
of which a great number of distinct notes are attain- 
able on a few strings, like those on the guitar or 
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mandoline. We may therefore conclude that their 
musical acquirements were considerably in advance of 
those of some nations of the present day. 

Progress in music is generally slower than in other 
arts, because much depends on the auxiliary aid of 
musical instruments, which require to be invented or 
improved previous to the music which is performed 
upon them being advanced. We may therefore con- 
clude, from the progress which the Assyrians had 
made in music, that they must also have progressed 
considerably in other arts, and must have attained a 
degree of cultivation in taste and social refinement 
altogether remarkable. This conclusion is corrobo- 
rated by the accounts of the Assyrians which we find 
in the Bible, and confirmed by the sculptured bas- 
reliefs to which I have alluded. The same opinion 
is held by scholars who have made the history of the 
Assyrians their special study. Mr. Bouomi, in his 
interesting work on Nineveh, has given a graphic 
account of the high state of perfection to which 
several of their arts had attained. Of sculpture he 
says, " The most striking facts that present them- 
selves to our imagination, in contemplating the re- 
mains of the Assyrian palaces, are the perfection to 
which the art of sculpture had arrived at so remote 
a period, and the important evidence they afford of 
conversance with the most refined arts of life,- both 
indicating a pitch of civilization that we should find 
it difficult to reconcile with the most extended scheme 
of chronology, if at the same time we were bound to 
suppose that the first settlers in the land were in a 
parallel state of ignorance and degradation with the 
inhabitants of New South Wales, or with those of the 
back-woods of America. The Scriptures, however, 
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afford ample evidence of a primitive civilization, 
especially in the knowledge of the working in metals, 
and of other refined arts (Gren. iv. 17, 21, 22), even 
before the Deluge ; and this testimony, we appre- 
hend, sufficiently accounts for any degree of pro- 
ficiency we find in the works of art of these remote 
ages, and for that early civilization of the human 
family which the contemplation of these sculptures 
suggests." 

Again, with respect to other accomplishments, we 
are told, "The Assyrians were able to work the 
hardest as well as the softest substances, with a view 
to their employment in building or other purposes. 
This is proved by the jasper or crystal cylinders, and 
by the bas-reliefs sculptured on gypsum or siliceous 
basalt. They were acquainted with glass and various 
kinds of enamels. They could bake clay for bricks 
or vases, the quality of the clay varying in fineness 
according to the purpose for which the vases were 
intended. . . . The Assyrians were also acquainted 
with the art of founding, of working, and even ham- 
mering out various metals ; the latter branch of 
manufactures having acquired great perfection among 
them, as can be seen by the little statue of the bronze 
lion, the nails, calf^s head, &c. The metal most fre- 
quently used appears to have been copper, as was the 
case with all people of antiquity. . . . Among those 
who traded in ' blue cloths and embroidered work ' 
with Tyre, Ezekiel (xxvii. 24) enumerates the mer- 
chants of Asshur, or Assyria. In these stuffs, gold 
threads (Pliny, viii. 48) were introduced into the 
woof of many colours, and were no doubt the ' dyed 
attire and embroidered work ' so frequently men- 
tioned in Scripture as the most costly and splendid 
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garments of kings and princes. The cotton manu- 
factures were equally celebrated and remarkable, and 
are mentioned by Pliny as the invention of Semi- 
ramis, who is stated by many writers of antiquity to 
have founded large weaving establishments along the 
banks of the Tigris and Euphrates. The silken robes 
of Assyria, the produce chiefly of the looms of Baby- 
lon, were renowned long after the fall of the Assy- 
rian empire, and retained their hold of the market 
even to the time of the Roman supremacy. Frequent 
allusions are found in classic authors to the brilliancy 
and magnificence of the Babylonian carpets, which 
were embroidered with symbolic figures, together 
with animals and conventional forms. . . . Copper 
constantly occurs in their weapons, and most pro- 
bably a mixture of it was used in the materials of 
their tools. They had acquired the art of making 
glass, an invention usually attributed to the Phce- 
nicians. Several small bottles or vases of this sub- 
stance, of an elegant shape, were found at Nimroud 
and Kouyunjik. The well-known cylinders are a 
sufficient proof of their skill in engraving gems. 
Many beautiful specimens of carving in ivory were 
also discovered — an interesting illustration of a pas- 
sage in Ezekiel (xxvii. 6), where the company of 
Assyrians are described as the makers of the ivory 
benches of the Tyrian galleys : ' The company of the 
Ashurites have made thy benches of ivory, brought 
out of the isles of Chittim.' Some tablets of ivory 
from Nimroud are richly inlaid with blue opaque 
glass, lapis lazuli, &c."^ 

In concluding these introductory observations, I 
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shall only point out that the music of the Assyrians, 
though evidently greatly inferior to our own, yet 
appears, to have attained to a degree of perfection 
which it could have reached only after a long period 
of cultivation. It is not at all probable that music 
should have attained such a degree of perfection by 
cultivation during the existence of one nation, how- 
ever extended the period of this existence may have 
been. We are therefore reasonably led to infer that 
the Assyrians derived their music in an already 
somewhat advanced state from some other nation or 
nations unknown to us, and that they only further 
developed what had been transmitted to them. This 
view may appear merely conjectural. I trust, how- 
ever, that a perusal of the following pages will con- 
vince the reader that it is not advanced without some 
plausible reason. Moreover the oldest records on 
music in Holy Writ also tend in some- measure to 
confirm my hypothesis. 
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CHAPTEE II. 

MUSICAL INSTRUMENTS OF TH'E ASSYRIANS. 

The harp — Traces of the ancient Oriental harp in Europe — the 
Assyrian lyre and the Nubian kissar — The Assyrian dulcimer and 
the Persian santir— The asor — The tamboura or guitar-^The 
double pipe — The trumpet — ^The drum — Assyrian bronze bells 
found in the ruins of Nimroud — Tambourine and cymbals — Re- 
marks on the dancing of the Assyrian musicians — Traces of some 
other Assyrian instruments^Conjectures on the antiquity of 
stringed instruments played with a bow — Some peculiar simi- 
larities between ancient Asiatic and European instruments — The 
names of musical instruments. 

The Assyrian bas-reliefs chiefly represent liistorical 
events, religious ceremonies, and royal entertain- 
ments. It is therefore very probable that the Assy- 
rians possessed several popular musical instruments 
which are not represented on these bas-reliefs, because 
they were not employed on occasions such as those 
alluded to. And it may be thus explained how it 
happens that we do not meet with certain instru- 
ments which we naturally might expect to find, and 
of which I shall say a few words presently. Further 
discoveries may also bring to light some others hither- 
to unknown. However, those known to us are suffi- 
ciently numerous and various to afford an insight into 
the characters of Assyrian music. With these I shall 
now endeavour to make the reader acquainted, 

THE HARK 

The frame of the Assyrian harp was about four 
feet high. The performer held the instrument before 
his breast, and played while standing or walking. It 
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must have been light, because women as well as men 
carried it iu processions, while singing, and even 
while dancing. This is shown in our frontispiece, 
"which represents a procession meeting a conqueror. 
In this illustration may 
also be observed some 
difference in the several 
harps, which is chiefly oc- 
casioned by the more or 
less ornamented tassels 
which are appended to the 
lower part of the frame. 
These appendages make 
the instrument appear 
nearly half as large again 
as it really is. The upper 
portion of the frame con- 
tained the sounding board ; 
two sounding-holes, some- 
what in the shape of an 
hour-glass, are seen on one 
side. Below them are the 
screws, or tuning pegs, 
arranged in regular order. 
The strings run from these 
pegs down to the hori- 
zontal bar of the frame, 
round which they are fast- 
ened; and the tassels al- 
luded to appear to be united to the strings so as to 
form a prolongation of them. On some of the harps 
also the horizontal bar is represented with dots similar 
to those which show the tuning pegs in the upper 
portion of the frame. 




Fig. 3. Assyrian harp. 
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The strings were perhaps made of silk, like those 
which the Burmese use at the present time on their 
harps, or they may have been catgut, which was used 
by the ancient Egyptians, one of whose harps thus 
strung as I have already mentioned, has been ex- 
humed. 

The greatest difference in the construction of the 
Assyrian harp as compared with our own is that the 
front pillar, which in our liarp serves to resist the 
tension of the strings is entirely wanting in the 
Assyrian harp. It may perhaps be inferred that on 
this account the frame was not calculated to resist 
any great tension of the strings, and that conse- 
quently tbe sound of the instrument must have been 
weak and poor. However, some of the Burmese 
harps, as well as several other instruments similarly 
constructed, emit, as I can attest, notes far more 
clear and sonorous than one might be lead to expect 
from their appearance. Moreover, if the Assyrian 
harp was not made entirely of wood, but partly of 
metal or ivory, which is very probable, it may have 
had strength enough to resist a considerable tension 
of the strings, and to permit of their being screwed 
up very tightly. 

The drawing (fig 4) represents an eunuch playing 
the harp. The slab from which it has been sketched 
is remarkably well preserved, and every part of the 
instrument appears very distinct. In several points 
it is, as will be observed, different from the harp 
represented in fig. 3. The appendages seem to 
consist only of cords, the ends of which are untwisted, 
or of one row of tassels; while on the former there 
are four rows. Also the shape of the frame differs, 
as well as the number of strings and pegs. The 
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manner in which the performer places the Uttle 
finger of his right hand under the lowest har of the 
frame is peculiar, This was prohahly done to keep 
the instrument more steadily in its right position. 
It must however, have pre- 
vented his using the right 
hand with the same facility 
as the left. 

It is difficult to determine 
from the has-reliefs whatwas 
the usual number of strings 
of the Assyrian harp, since 
almost all the representa- 
tions of it are in too imperfect 
a state of preservation for the 
strings to be exactly counted. 
Besides, the Assyrian sculp- 
tors may very probably have 
thought it unimportant to 
represent scrupulously the 
right number. This is also 
proved by the fact that on 
most hai-ps the number of 
the tuning pegs is not in 
accordance with the number 
of the strings. Of four harps, 
on whichboth are sufficiently 
distinct to be ascertained, I 
found' one with 21 strings 

and 16 pegs ; another with 21 strings and 12 pegs ; 
a third with 23 strings and 17 pegs; and a fourth 
with 14 strings and 26 pegs. 

Generally the Assyrian sculptors were very exact, 
even in minute details ; of this the monuments afford 




Fig. 4. Assyrian harp. 
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ample evidence. We have therefore good reason to 
apprehend that in all the musical instruments which 
have only a small number of strings, which are easily 
discerned, we may accept their representations as 
reliable in every respect. Thus, au instrument with 
three strings would certainly not have been repre- 
sented as having four or five, although they consi- 
dered it immaterial whether they gave an instrument 
with 10 or 20 strings a few more or less. 

Some harps may probably have been strung diifer- 
ently from others. For reasons which I shall explain 
when I speak of the musical system of the Assy- 
rians, I am inclined to believe that they had usually 
25 or 26, 20 or 21, 15 or 16, 10 or 11 strings. 

The non-existence of the front pillar in the Assy- 
rian harp is a peculiarity found in all the harps of 
Asiatic nations. The ancient Egyptians constructed 
all their harps, of which they possessed a great 
variety, on the same principle. As the harp of this 
construction appertains pre-eminently to Eastern 
nations, I shall designate it the Oriental harp, for the 
sake of distinguishing it from the differently con- 
structed European harp. 

At the present time the harp is much less common 
among Asiatic nations than it was in former ages. 
It is, however, a favourite instrument in Burmah, 
and in the countries situated between Hindoostan and 
China. The Burmese harp, called saun, has thirteen 
strings of silk. To the ends of the strings are at- 
tached tasselled cords, which are bound round the 
curved upper part of the frame in a way which 
admits of their being pushed up or down. By this 
means the instrument is tuned, as the tension of the 
strings can be thus increased or diminished at plea- 
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sure. The cords are made' to serve also as orna- 
mental appendages, as in the Assyrian harp. And 
this mode of tuning was practised by the Assyrians 
in some of their stringed instruments. 

In Persia, where the harp is now but rarely met 
with, it was formerly a well-known instrument. Sir 
Eobert Ker Porter has given us some careful illus- 
trations of it in his sketches from the celebrated old 
sculptures which exist on a stupendous rock, called 
Tackt-i-Bostan, situated in the vicinity of the town 
of Kermanshah. These sculptures are said to have 
been executed during the lifetime of the Persian 
monarch Khosroo Purviz, towards the end of the 
sixth century of the Christian era. They form the 
ornaments of two lofty arches, and consist of repre- 
sentations of field sports and aquatic amusements. 
Some boats are filled with women playing upoji 
liaups, resembling in construction those of the Assy- 
rians. As an instsjince how unreliable commuiiica- 
tidns by travellers respecting music sometimes are, 
I may mention that in Bunting's ' General Collec- 
tion of the Ancient Music of Ireland,' vol. i., which 
is prefaced by an elaborate ' Historical and Cri- 
tical Dissertation on the Harp,' a drawing of this 
liarp-concert transmitted to the author by a military 
officer, "who took a sketch of it on the spot on his 
return from India," exhibits the harps with the addi- 
tion of large front pillars. Through such want of 
exactness, incorrect notions are not unfrequentlj 
projmulgated. 

Interesting engravings of some Pei-sian harps of a 
more recent date than those just alluded to may be 
seen in Mr. Lane's edition of ' The Arabian Nights' 
Entertainments.' The Persian harp, called chang in 

D 
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Persian, and junk in Arabic, is now almost entirely 
fallen into desuetude. Mr. Lane received the two 
drawings from which his engravings are derived 
from Sir Gore Ouseley. The harps are about 40Q 
years old, and resemble in the principle of their con- 
struction all other Oriental harps. 

The Oriental harp is now but seldom found out of 
Asia. The negroes in Western Africa and in Soudan 
possess, however, an instrument which bears a strong 
resemblance to it, or rather to some of the harps 
which we see represented on Egyptian monuments. 
The negroes in Senegambia and Guinea call it 
boulou, or omhi, and use strings made from a kind of 
creeping plant, or from the fibrous root of a tree. 

The Oriental harp does not exist among European 
nations at the present time ; but there are indications 
of its having been formerly in use, at least among 
gome of them. The Finns preserved it the longest. 
They called it kantele, or harjm, and it was the instru- 
ment on which, according to a beautiful old mytholo- 
gical tradition, the Finnish god Wainamoinen played,, 
like Orpheus, with such irresistible effect, that men 
and animals became alike enchanted; the wildest 
beasts of the forest lost their ferocity ; the trees did 
not venture to move their branches ; the brook re- 
tarded its course, and the wind its haste; even the 
"mocking echo" approached stealthily and listened 
with the utmost attention to the heavenly sounds. 

According' to Herr Neus,^ there existed in Es- 
thonia up to the beginning of the present century 
wandering minstrpls who accompanied their old songs 
and improvisations on the kantele. The last popxilar 

2 Ehstnische Volkslieder herausgegeben von Neus. Reval, 1850.. 
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minstrel, much respected and everywhere heartily 
welcomed as "the old singer," died in the year 1812, 
at an^advauced age, and with him the Oriental harp 
of the Finns seems to have become extinct. 

To avoid? any misunderstanding, I must mention 
that, the Finns have another old national instrument 
called kantele, consisting of a wooden box, over which 
five sti'ings are stretched. This Icantele is still often 
met with in Finland, and Dr. Clarke saw it also in 
the. hands of the Laps in Lapland, who belong to the 
Finnish or Ugrian races.^ It bears, however, no 
resemblance to the kantele before-mentioned, and is a 
species of dulcimer rather than a harp. 

Considering tliat . the music of some of the Celtic 
nations possess ; peculiarities which remind us of 
that of Asiatic nations, and that the earliest harps 
of the Scotch and Irish, with which we are acquainted 
from old monuments, bear a greater resemblance to 
the Oriental harp than those of a later date, it 
appears very probable that the Oriental harp pre- 
ceded the European, and that the latter has been 
derived from it. Some facts mentioned in Mr. Con- 
ran's book on Irish National Music tend to strengthen 
this impression. For instance, in describing some 
ancient representations of Irish musical instruments, 
he mentions one which forms an ornamental com- 
partment of a sculptured cross near the antique church 
of Ullard, in the county of Kilkenny, "which," he 
says, " from the style of its architecture, and the 
workmanship, is evidently more ancient .than the like 
monument at Mouasterboyce, known to have been 



3 Travels in various Countries, by E. D. Clarke. London, 1810. 
Part III., Sec. i., p. 439. 
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erected prior for 830. In this ornament the figure is 
represented as playing upon a harp which rests on 
his knee; and it cannot fail to be regarded with 
interest, as being the first specimen of a harp without 
a fore pillar that has been hitherto discovered out of 
Egypt."* It must be remembered that the Assyrian 
harp was discovered subsequently to the publication 
of 'The National Music of Ireland.' Its author 
might, however, have known the Persian chang, the 
Burmese saun, and the Finnish Icantele, all of which 
are specimens of the Oriental harp discovered in other 
countries besides Egypt. 

Such resemblances may be accidental. It is quite 
possible that two nations may, independently of each 
other, invent harps which are alike in their principal 
features. If, however, in addition, the peculiarities 
of the other instruments, as well as the chief charac- 
teristics of the music itself, are also somewhat similar 
in different nations, — as is actually the case in some 
Celtic and Ugrian nations in relation to some Asiatic 
nations, — it is almost impossible to regard such resem- 
blance as merely accidental. 

If the reader has carefully examined the harps 
represented in our frontispiece, he will have observed 
on the under side of the upper portion of the frame a 
small semicircular incision, which on the bas-relief 
has the appearance as if a piece had been accidentally 
broken out. It occurs, however, on each harp in 
this representation, always in the same part of the 
frame, and must therefore have been made pur- 
posely. In some harps on other slabs it does not 
appear. Possibly it may have been intended to 



i The National Music of Ireland, by Michael Conran. Dublin, 1846, p. 96. 
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indicate a sounding-hole existent in that part of the 
upper bar. 

THE LYRE. 

~ The lyre appears to have been a favourite instru- 
ment with most ancient nations whose musical in- 
struments are known to us. By the Greeks and 
Eomans its invention, as I need perhaps scarcely 
remind the reader, was ascribed to Mercury, who, 
according to their mythological traditions, constructed 
it from the shell of a tortoise which he chanced to 
pick up on the bank of the Nile. 

Of the Assyrian lyre, representations of three 
kinds occur in the sculptured monuments, differing 
in shape as well as in the number of strings. The 
first of these (fig. 5), from a slab forming part of M. 
Botta's excavations at Khorsabad, is so far corroded 
as to render the number of its strings uncertain. 
Eight can be counted, and there is space for about 
two more, so that we may conjecture the number to 
have been ten. The performer carries the instru- 
ment before him by means of a band, slung over his 
right shoulder, and he seems to employ both hands 
in twanging the strings, marching firmly on at the 
same time, as if his music were in time with his steps. 
A lyre of a very different appearance, though of 
the same construction as the preceding one, occurs on 
one of the bas-reliefs from Kouyunjik (fig. 6). It is 
in the hands of a female ; or perhaps the performer 
is one of those beardless effeminate personages, called 
eunuchs, who are so frequently represented as at- 
tendants on Assyrian monarchs in their various pur- 
suits and entertainments. It has been remarkably 
well preserved, and its five strings, as well as the 
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mode in which they were fastened round the front 
bar of the instrument, are distinctly seen. The front 
bar is curved, probably for the sake of facilitating 




Fig. 5. 



Assyrian lyre. 



Fig. G. 



ssyrian lyre. 



the tnuinjT of the fstrings. For the same reason the 
position of the front bar in the lyre fig. 7 is shghtly 
oblique. The strings were, undoubtedly, tied round 
the bar so as to allow of their being pushed upwards 
or downwards ; in the foTmer case the tension of the 
strings increases, in consequence of the slanting posi- 
tion of the front pillar on which they are moved ; 
the notes become thei-efore higher. On the other 
hand, if the strings are pushed lower down, the pitch 
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of the notes must become deeper. This is similar to 
the contrivance for tuning some of the lyres which 
are at present in common use in Nubia, Abyssinia, 
and one or two other parts 
of Eastern Africa, and 
which bear also in other 
respects a i-emarkable re- 
semblance to the Assyrian 
lyre, as well as to that of 
the ancient Egyptians. 

In most of the Assyrian 
representations the body 
of the instrument is not 
seen, because it rests on 
the side of the performer 
furthest from the spec- 
tator. Its construction was 
most likely similar to that 
of the Nubian lyre. 

The strings on the lyre 
fig. 7 are partly oblite- 
rated and indistinct ; four 
seems to have been the 
number. All these lyres 
were probably played with 

a small plectrum as well as with the fingers. The 
performer fig. 6 appears to hold something in hin 
right hand, which undoubtedly is intended to repre- 
sent a plectrum. Here also part of the body of the 
instrument is visible, showing it to have been nearly 
square in form. 

The Nubian lyre, called Idssar, is made of wood 
and leather. Its body consists of wood, hollowed in 
the form of a bowl, and covered with sheepskin. The 




Fig- 7. Assyrian lyre. 
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cover is generally pierced by three souuding-holes 
equidistant from each other; sometimes there are 
more. 

The kissar has five strings of catgut, usually made 
of the intestines of the camel. To prevent their 




Fig. 8 



Nubian lyre, called EisBar. 



coming in contact with the body of the instrument, a 
kind of bridge made of wood is placed near the end 
of the body upon which the strings rest. It is played 
with a small plectrum, made of a piece of leather or 
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horn, and fastened with a cord to the instrument. 
The plectrum is held in the right hand, and the 
strings are struck with it, while the performer twangs 
some strings with his left hand, using the plectrum 
and his fingers either alternately or together. 

Sometimes the body of the kissar is made square 
instead of circular. Six or e^ven more strings are 
also sometimes. used; but five is the usual number. 
A kissar from Abyssinia, deposited in the East India 
Company's Museum, is so far different from the 
common Nubian Kissar, that its body is square, with- 
out sounding-holes, and it has ten strings, which 
rest upon a large wooden bridge 5 inches long and 
2^ inches high. On the bridge are small pieces of 
leather between the strings, to keep them separate 
from each other, and to prevent their coming out 
of their position when twanged. Each string is 
Avound round the front bar, and also at the same time 
round a small piece of hard wood, about an inch and 
a half in length, by means of which the tension of 
the strings can be regulated and maintained, as the 
pressure of the little pieces of wood on the front bar 
prevents the unwinding of the strings. A. plectrum, 
made of horn, about 3 inches long, is affixed to the 
instrument by a leathern thong.® 

I shall reserve some additional observations respect- 
ing the kissar, which is especially interesting on 
account of its apparently high antiquity and its close 
resemblance to the Assyrian lyre ; for in our subsequent 
inquiries they will afford assistance in elucidating the 
nature of the musical system of the Assyrians. 



5 The Abyssinians have a 
tradition, according to which 
the kissar was introduced into 



Ethiopia from Egypt, by Thoth, 
or Hermes, at a very early 
period. 
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This is another of those instruments of which we 
have positive evidence of their having existed in 
Asia at very remote times. In Europe it is at pre- 
sent less common than it used to be about a century 
or two ago. On the continent we sometimes meet 
with it among the country people at their rural re- 
joicings and dances. In Hungary and Transylvania 
it is employed by the gipsy musicians in their little 
bands, when they wander from village to village to 
entertain the people with their favourite national 
melodies. In Germany it is called Hackbrei, or Cim- 
baU It consists of a trapeziform or square box, 
about 4 feet long and 18 inches broad, which con- 
tains the sounding-board, at the right and left of 
which are the iron screws for tuning. The compass 
embraces about three octaves. The strings are of 
wire, and there are two or three in unison for each 
tone. It is played with two little sticks having small 
oval knobs at each end. One side of the knob is 
covered with soft leather or felt,: and is used in piano 
passages, which produce an agreeable effect, sonie- 
what resembling the sounds of the iEolian harp. 
When played forte, the sound is too confused to be 
pleasant, as there are no means to stop the vibration 
of the strings, such as for instance the dampers on 
our pianoforte. 

The English dulcimer seems to be somewhat dif- 



6 The name must not be mis- 
taken for cymhal, which applies 
to a certain instrument of per- 
cussion. The German clai.i- 
cimiel, now out of use, was a 



kind of spinet. The French 
called it clavecin, and the 
Italians cembalo. Some of J. S. 
Bach's admirable concertos are 
written " a due cembali." 
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ferent, if we may rely on a description of it in Gras- 
sineau's 'Musical Dictionary' (London, 1740), which 
is as follows : — " An instrument with wire strings, of 
a triangular form, strung with about fifty strings? 
cast over a bridge at each end, and the acuter gra- 
dually the shorter, the shortest about eighteen inches, 
and the longest about thirty-six ; struck with little iron 
rods. The bass strings are doubled, and its sound 
is not disagreeable. To be played on it is laid on a 
table before the performer, who with the little iron 
rod iu each hand strikes the strings." 

I may add, that I have seen in England dulcimers 
in form almost exactly like the Grerman Hackbret. The 
Italians call the dulcimer salterio tedesco, which seems 
to indicate that they consider it of German origin. 
The Persians possess, however, a dulcimer called santir, 
whicli in construction and in the mode of its treat- 
ment is almost identical with the German Hackbret. 
Its high antiquity in Persia is testified to some extent 
by the representation of a Persian lady playing on the 
santir, of which Hommaire de Hell, in his 'Voyage 
en Perse,' has given a sketch taken from an illustra- 
tion which is known to be very old. And it is re- 
markable that this oldest santir known to us bears a 
string resemblance, even in some minor points, to 
some of our oldest known dulcimers, such as that, for 
instance, of which a drawing is given by Luscinius 
in his ' Musurgia,' published in the year 1536, which 
Sir John Hawkins has copied in vol. ii., of his 
'History of Music' 

The Assyrian dulcimer (fig. 9) is in too imperfect 
a state on the bas-relief to familiarize us intimately 
with its construction. The slab representing a pro- 
cession, in whicli this instrument occurs, appears to 
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have been injured and slightly repaired afterwards; 
the defect extended over a portion of the dulcimer, 
and it cannot be said that in repairing it much 
musical knowledge has been evinced, for it never 
can have existed as represented. What appears most 
strange is, that the sculptor seems to have neglected 
to represent the bddge over which the^ strings, to 

conclude from the 
delineation, must 
have run before 
they took a ver- 
tical direction. The 
representation of 
the strings is also 
curious ; the fur- 
ther ones being 
made to appear in 
front of those near- 
est the spectator; 
perhaps, however, 
only because, if the 
sculptor had faith- 
fully adhered to 
nature, he could, 
as he gives us a 
side aspect of the 
instrument, have 
shown only one string, since they lay all strictly 
parallel, similar to those on our dulcimer or on the 
Persian santir. It may have been then the desire to 
show as much as possible of the instrument which 
occasioned this odd disregard of perspective. 

In the frontispiece this dulcimer is shown, with 
the imperfection alluded to, exactly as it appears in 




Fig. 9. 



Assyiian dulcimer. 
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the bas-relief; while in the woodcut, fig. 9, all the 
strings are shown as the scalptor evidently would 
have exhibited them, had not the figure of the pre- 
ceding performer in the procession been in his way. 
It seems strange that the strings do not run across 
the instrument as on our own dulcimer, but appa- 
i?ently in a straight line from the player, — in fact, as 
on a grand piano. Tlie performer, therefore, must 
have struck them sideways with his plectrum. 

This, however, we learn with certainty, that the 
Assyrian dulcimer contained a number of strings — 
in the present instance ten — which were played with 
a plectrum; that the instrument was ornamented 
with tassels ; and that the performer carried it before 
him, most likely fastened by a band round his body, 
holding the plectrum in his right hand. And he 
seems to use also his left hand in performing, either 
by twanging the strings, or, perhaps, only for 
eheokiug any undesirable continued vibration of the 
strings. 

Among the different species of dulcimers at present 
in use in the East the kanoon must be noticed, which 
differs from the santir not only in form, but also in 
the circumstance that the strings are of lamb's gut, 
and are twanged with two small plectra, one attached 
to thte forefinger of each hand ; while the strings of 
the santir are of wire, and are struck with two little 
sticks. These instruments appertain especially to 
the Arabs and Persians. The Chinese and Japanese 
have also several insti'uments which may be con- 
sidered species of dulcimers. The Icin or " scholar's 
lute " of the Chinese, which, according to tradition, 
was the instrument upon which the great philosopher 
Coufucius aad the sages of antiquity used to play, 
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and which is consequeatly held in high esteem, has 
strings of silk. The yang kin is, however, furnished 
with brass strings, which are struck with two small 
hammers, like our dulcimer. Similar to the kin are 
some kinds of the Japanese instrument called koto. 
The strings of the koto are generally' twanged with 
small plectra fastened on the fingers of the performer. 
We meet also in Europe with several old instruments 
which greatly resemble the dulcimer, though they are 
not played like it, but rather like the guitar or man- 
doline. The most remarkable of these are the kantele 
and the gussli. The kantele, an instrument of the 
Finns, to which I have already alluded, page 35, 
has five metal strings, which are played with the 
fingers, but which cannot be shortened in playing, 
as those of our guitar or violin, the instrument 
having, like the dulcimer, no finger-board. 

The gussli, an old national instrument of the Rus- 
sians, is played like the kantele, which it also resem- 
bles in form. At present its wire strings embrace 
from two to three octaves; but in former times it 
possessed only five strings, like the kantele. 

In chap. iii. v. 6 of the Book of Daniel the dul- 
cimer is mentioned among the six instruments which 
the Babylonians used in their idol- worship. It must, 
however, be remembered that not much reliance can 
be placed on the translation of the text, as far as the 
names of musical instruments are concerned; the 
translators, unacquainted with the original instru- 
ments, would naturally adopt the names of those of 
our own instruments which they thought most likely 
to have resembled them, and would prefer adopting 
names universally known to obscure ones. 
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THE ASOR. 

This iustrument differs too much from every instru- 
ment of our own at present in use for me to compare 
it to any one of them. I have therefore preferred to 
apply to it the name of a Hebrew instrument called 
asor, to which it seems to he more nearly related than 
'to any other. 

The asor of the Hebrews was, it is generally sup- 
posed, a species of nebel, of an oblong square or trian- 
gular Sihape, mounted with ten strings, which were 
struck or twanged by means of a plectrum. The in- 
formation which has been transmitted to us regarding 
this instrument is, like that regarding most others 
of the Hebrews, too meagre to convey an exact idea, 
of its construction ; but, as far as it goes, it indi- 
cates a similarity with the Assyrian instrument in 
question. If, on such slight grounds, I venture to 
apply the name of the Hebrew instrument to the 
Assyrian, the reader should bear in mind that it is 
rather for want of a more appropriate name, than 
from a conviction that the two instruments were 
identical. 

The engraving fig. 10 exhibits so faithfully the 
characteristic features of the Assyrian asor, as to 
render a minute description superfluous. I ■ shall, 
therefore, only briefly direct the reader's attention 
to the following facts : — 

The strings are placed horizontally one above the 
other at regular distances. The lowest string is- the 
shortest, producing the highest note, and the upper- 
most string is the longest, producing the deepest note. 
From the gradual increase in length of.;,the strings. 
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in counting from the lowest upwards, we may con- 
clude that they were tuned in a regular order of in- 
tervals, or in a certain scale. The performer holds 
with his right hand a long plectrum, not at one end 
as is usual, hut in the middle. The plectrum was 
probahly of wood or ivory. From the position of 
the strings, the performer could not have struck them 
as those of the dulcimer are struck, but he must have 
twanged them with the plectrum. The left hand 
seems to have been chiefly occupied in checking the 
Aribfation when its discontinuance was considered 
necessary. 

On the front bar of the instrument are seen a 
number of little dots, which probably represent the 
screws or pegs round which the strings were fastened, 
and by means of which they were tuned. To the 
bars are afiixed tasselled cords, which hang down 
■considerably below the instrument, and which evi- 
dently served for no other purpose thaft as orna- 
ments. 

The front bar is surmounted by a small hand, 
which may have been of carved ivory, or, perhaps, 
of metal. In an interesting communication in the 
Athenmum on the Assyrian sculptures in the British 
museum, it is suggested that the hand served as a 
stand to hold the written music. There is, however, 
no evidence in support of this supposition. 

The asor was supported by a belt passed over the 
shoulder of the performer, so that he had both hands 
at his disposal when required for the execution of 
his music. 

The asor seems to have been pre-eminently a 
favourite instrument with the Assyrians, or, at least, 
with the higher classes of this nation, because it is 
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introduced more frequently in their sculptures than 
any other, and when it occurs it is generally at the 
entertainments and sacred rites of the monarchs. It 
never appears in combination with other stringed or 
wind instruments, and never singly, there heing 
always, at least, two together. On a few of them 
the strings are suffi- 
ciently distinct to be 
counted ; of these 
some have ten, others 
nine, one has eight, 
and one six strings. 
As the number of the 
tuning pegs is seldom 
in accordance with 
that of the strings, 
no great reliance can 
be placed on the re- 
presentations so far 
as this point is con- 
cerned, and my pre- 
vious observations 
respecting the indif- 
ference of the sculp- 
tors in representing 
the number of strings 
of the harp may also 
apply here. Still, 
there is reason to conclude that the six strings of 
one of them exhibit the exact number which the 
instrument contained at an early period ; since, from 
the evident care with which they are indicated, 
from the smallness of their number, and from the 
corresponding number of the tassels depending from 

E 




Fig. 10. 



Assyrian asor. 
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the frame where the strings are fastened, it is not 
likely that this representation would he inaccurate. 
The instrument is delineated on a brick obtained 
from the ruins of Nimroud, and now in the British 
Museum. As the relics from Nimroud are ascer- 
tained to be some centuries older than the others, it 
may be conjectured — and is, indeed, suggested by 
the instruments themselves — that the asor had at an 
early period only six strings, and that, in the course 
of time, the number was gradually increased to ten, 
which is the highest hitherto found. 

I believe ten to have been the highest number of 
strings with which the asor was provided ; partly be- 
cause this is strictly in conformity with those numbers 
— be they smaller or greater — which most frequently 
occur on other Assyrian and ancient Asiatic instru- 
ments, and partly because the Hebrew asor was, as its 
name implies, a ten-stringed instrument ; and as such 
it is mentioned in Psalms xxxiii. 2, and cxliv. 9. 

The frame of the Assyrian asor certainly appears 
to have been weak, and but little fitted for resisting 
any strong tension of the strings. Mr. Layard ob- 
serves : — " Like the Egyptian harp, it had. no cross- 
piece between the upright bar and the flat board or 
base ; it is difficult, therefore, to understand how the 
strings could have been sufficiently tightened to pro- 
duce notes.'' Mr. Bonomi expresses a similar opinion, 
and suggests, " either the sculptor has altogether 
omitted the column to resist this tension of the 
strings, or the angle formed by the body of the 
instrument and the arm is not faithfully repre- 



7 Nineveh and its Remains, by Austen Henry Layard, 2 vols., 
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senfced."* These impressions seem to have originated 
ia the assumption that the frame of the asor was conr 
structed of wood. Bat the portion which constitutes 
the angle may have been partially, if not entirely, of 
metal, which would afford great power of resistance. 

If the strings were made of silk, like those of the 
Burmese harp saun, and the Chinese kin, or scholar's 
lute, they were, on account of their elasticity, well 
fitted for being twairged with a plectrum. The em- 
ployment of silk for strings was probably an inven- 
tion of a very remote age in Asia, because in nations 
cultivating the manafacture of silk, like the Assy- 
rians, its adoption for this purpose must have sug- 
gested itself very soon, and perhaps earlier than 
that of catgut or wire. At all events, we find silken 
strings used in some Asiatic instruments at present 
in use, which we know to be of high antiquity. 

THE TAMBOURA. 

This instrnment is at present in use, especially in 
Persia, Hindoostan, and Asiatic Turkey; it is also 
found in Egypt. M. Villoteau, the inteUigent musi- 
cian, who was a member of the Scientific Expedition 
which accompanied Napoleon Bonaparte to Egypt, 
has given us the most circumstantial information of 
it which we possess. He saw and examined in 
Egypt not less than five kinds of tambouras, which 
differed from each other principally in size, in a 
sUght variation in the shape of the body, in the 
nunaber of their strings, and in a few other similar 
points.® But they all have the following characteris- 



8 Nineveh and its Palaces, by Jo- I blance, except in name, to the tarn- 
seph Bonomi, London, 1853, p. 254. I hourine, which is, it wiU be remem- 

9 The tambotira bears no resem- { bered, a small hand-drum. 
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tics in common : — The strings are of wire, and are 
sounded with a plectrum usually made of tortoise- 
shell, or of the hard portion of an eagle's or vulture's 
eather. The neck of the instru- 
ment is remarkably long, and there 
are frets or stops on it, as on our 
guitar. The neck and fingerrboard 
are formed of only a single straight 
bar. Half the tuning pegs are 
placed in front, and the other half 
at the right side of the head of the 
instrument. The oval body is of 
wood, without sounding-holes, and 
is often highly ornamented. The 
instrument here represented (fig. 
11), M. Villoteau describes under 
the name of tanbour bouzpurk, or 
" the great Persian tamboura." It 
has six strings and twenty-five 
frets, while the tanbour cliarqy, or 
"the Oriental tamboura," has five 
strings and twenty-one frets. 

Some elegantly shaped and taste- 
fully ornamented tambouias were 
sent from Turkey to the London 
International Exhibition in 1862. 
One of these, I found, was 4J ft. in 
length, the body one foot, and the 
neck 3 J ft. It had 35 frets and 8 
tuning pegs. Another, about 4 ft. 
in length had 44 frets and 9 pegs. 
On this instrument three strings 
were always tuned -together in 
Tambo^™ bouzourk. unisou ; ou tliB otlier, always two.' 
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The frets are made of catgut cords wound tightly 
round the neck, generally four times for each fret, 
and neatly fastened. These frets are arranged at 
short distances from each other, corresponding to the 
Arab system of one-third tones. 

lu Egypt the tamboura is at present not much in 
use ; it is, in fact, scarcely ever seen in the hands of 
the Egyptians themselves, but only in those of the 
Turks, Jews, Greeks, and sometimes of the Arme- 
nians residing in that country. The ancient Egypt- 
ians, however, possessed an instrument which greatly 
resembled it. 

We may perhaps acquire a more exact acquaint- 
ance with the tamboura if I add here Mr. Bonomi's 
description of a Syrian one which he examined. 
" The instrument is 3 ft. 9 in. long, and its elegantly 
shaped sounding-board is 6| in. wide; it has ten 
strings of small wire, forty-seven stops, and is inva- 
riably highly enriched and inlaid with mother-of- 
pearl. The tamboura is in common use upon the 
shores of the Euphrates and Tigris."^" 

The tamboura of Hindoostau differs chiefly from 
those described in having no frets, and is generally 
of an extraordinarily large size ; indeed, the neck is 
in some instances so long, that it seems impossible for 
the performer to reach with his hand the highest 
part without shifting the instrument on his lap. The 
body is usually formed of a large gourd, lacquered 
and richly ornamented. In tlifi interesting collection 
of Oriental musical instruments in the East India 
Company's Museum, London, are several tambouras 
of this description, remarkable not only on account 
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of their enormous size — one of tliem being about 
4i ft. long, with a body nearly 20 in. in diameter — 
but also on account of the very tasteful designs in 
gold and harmonious colours with which they are 
embellished. So beautiful are some of these designs 
that they, Iiave been copied by artists as patterns 
for various purposes. The tamboura is used by the 
Hindoos either as a solo instrument for instrumental 
performance, or for accompanying the voice. It is 
ehiefly found among the wealthier classes, who are 
in the habit of displaying it in their rooms like a 
piece of elegant furniture. 

The Assyrian instrument, for which I have adopted 
the name tamboura on account of its resemblance to 
this instrument, occurs only once on the monuments 
hitherto discovered, and is so indistinct as to show 

neither the tuning 
pegs nor the strings. 
Perhaps it had- only 
two strings, to which 
were affixed the two 
tassels which are seen 
(fig. 12) hanging 
down from the higher 
part of the neck ; and 
it was probably play- 
ed with a plectrum. 

This instrument is 
also represented in 
the hands of two little 
images, about 3^ in, 
high, formed of baked; 
clay, of which the 
engraving (fig. 13) 
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Ass/rian tamboura. 
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represents one. Several small figures of a similar 

substance have been found, almost all of them in 

the ruins of Susa, but without musical instruments. 

They are supposed to be 

images of the Assyrian 

Venus, Mylitta, or Astarte. 

That the little idol with 

the tamboura was intended 

for Mylitta, as patroness of 

the art of music, is doubtful 

but possible. 

If we turn to Asiatic 
countries at a greater dis- 
tance from that part of 
Asia where Assyria was 
situated than those men- 
tioned, we find there also 
instruments which differ 
in some respects from the ^"■^'- ^^'y-^'^p'-^s^' 
tamboura, yet not very materially. The most re- 
markable of these are the san heeii' of GWna, and the 
smnsien of Japan. These two instruments are alifl'O^t 
identical, each having a body without sounding- 
holes, .three strings which are played with a plec- 
trum, a long neck, and three long tuning pegs. 
The body of the san keen is round and the belly 
consists of the skin of the tan snake. The body 
of the samsien is square, and this constitutes in 
fact almost the wily difference between the two in- 
s-fcruments. M. Hommaire de Hell saw among the 
Kalmucks in the vicinity of the Caspian Sea a some- 
what similar instrument, with three strings. This 
latter instrument may be considered almost identical 
with the Russian halalaiha, an instrument said to be 
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of high antiquity, and to have been originally, derived 
li;om the East.^ 

Among the few European instruments resembling 
the Assyrian tamboura must especially be noticed 
the calascione, found among the peasantry in Southern 
Italy; the two catgut strings of which, extending 
over a long neck with frets, are also played with a 
plectrum. This is the same instrument as that men- 
tioned by Dr. Burney in his ' History of Music ' 
(vol. i. page 196) on account of its resemblance to a 
certain instrument of the ancient Egyptians, repre- 
s&|ited on an obelisk. 

The high antiquity of the tamboura among the 
Egyptians is proved by the fact that a figure of 
it is found among the hieroglyphs, meaning nofre, 
"gopd;"^ which also seems to indicate that it was at 
an early time held in much favour. It occurs in repre- 
sentations of concerts of the eighteenth dynasty, 
which dates, according to Sir Gardner Wilkinson, from 
B.C. 1575 to 1289. Some of the hieroglyphs in which 
it Qccurs are, however, at least 600 years earlier. 

The 
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Fig. 14. 



" The good abode.' 



engraving 
fig. 14 represents the 
fi;ont of an Egyptian 
house with an hiero- 
glyphic inscription 
over the door, con- 
sisting of a tamboura 
and a bracket, which 
signifies "the good 
abode." It appears 



; 1 Stimmen des russischen Volks 
ih Liedem und ubersetzt von P. v. 
Goetne. Stuttgart, 1828, p. 37. 
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to have been the custom with the Egyptians, as it is 
at the present time in some European countries, 
to write over the entrance of the house the owner's 
name, or some significant sentence. 

The tamboura affords the best proof that the 
Assyrians as well as tlie Egyptians had made con- 
siderable progress in music, at a very early age ; 
since it shows that they understood how to produce 
on a few strings, by means of the finger-board, a 
greater number of notes than were obtainable even on 
their harps. 

THE DOUBLE PIPE. 

This instrument was well-known to the Greeks 
and Eomans, and they employed different kinds, 
some having only one mouth-hole, and others having 
two, but placed so near together as to enable the 
performer to blow upon both pipes at the same time. 
The pipes are either of equal length, or one is shorter 
than the other. Probably the purpose of one of the 
pipes was in many cases only to produce an accom- 
panying tone similar to the drone of the bag-pipe, 
while the other served for the performance of the 
melody and of passages. At least I have found 
many double-pipes thus constructed, which are at the 
present time in use in different parts , of the wqrld. 
As ah instance may be noticed the double-reed-pipe, 
called arghool, of the modern Egyptians, in which 
one of the tubes is .considerably longer than the 
other and serves as a drone. The Egyptian boat- 
men are in the habit of using the zmnvidrah, another 
species of double-pipe, in which the tubes are of equal 
length. 



58 MUSICAL INSTRUMENTS OF THE ASSYRIANS. Chap. II. 



The ancient Egyptians also possessed a double- 
pipe, of which I shall, however, reserve any observa- 
tions until I proceed to point out the affinity which 
apparently subsisted between the music of the Egyp- 
tians and that of the Assyrians. 

The accompanying en- 
graving (fig. 15) repre- 
sents an Assyrian femalb 
playing on a double-pipe, 
which, from the direction 
in which the two tubes are 
placed, seems to have but 
one single mouth-hole. No 
finger-holes are seen, but 
although they are not dis- 
cernible on the slab from 
which the engraving has 
been derived, they pro- 
bably existed on the in- 
strument itself This we 
may almost accept as cer- 
tain, partly on account of 
the progress Avhich the 
Assyrians had made in in- 
strumental music, so evi- 
Pig 15.1 Assyrian aoubje-B|pe. dentin the constructiou of 

some of the stringed instruments just described, — and 
partly also because it is ascertained that the Baby- 
lonians possessed a single pipe with two finger- 
holes: In the pipes of the ancient Egyptians also 
finger-holes were used; Judging from certain indi- 
cations in the repi-eseutation, the Assyrian pipes and 
flutes consisted of several pieces fitted together, which 
could be separated, as is the case with our flute. 
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One of the most curious double-pipes at present 
extant in Asia is the poogyee of the Hindoos already 
alluded to, the tabes of which are inserted into a 
gourd, and are blown wilii the nose instead of with 
the mouth. As the use of the nose-flute originated 
in the religious doctrine of the Brahmins that a 
person of superior caste is defiled by touching with 
his mouth anything which has been touched by the 
mouth of an inferior, this instrument is probably of 
high antiquity in some parts of Asia. On the Assy- 
rian sculptures, however, it does not occur. 

THE TRUMPET. 

This is another instrument which was known, as 
might be expected, to eyery ancient nation with 
whose musical instruments we are acquainted. The 
tube is, however, not wound in an oval form like 
that of oar trumpet, but is either quite straight or 
slightly bent, and in shape somewhat resembles the 
honi of an animal, from which, in fact, such instru- 
ments in old times were made, as they are at present 
by some semi-civilised nations. 

The Hebrews employed trumpets made of rams' 
horns. Metal trumpets, however, were also used by 
them, and we are informed in the Bible (Numbers, 
chap. X.) that Moses made trumpets of solid silver, 
on which various signals were blown to call the 
several ranks and divisions of his people together on 
certain occasions. 

. The winding of the tube is said to have been first 
adopted about four centuries ago. When people 
began to cbnstruct trumpets of greater length, they 
found it more convenient to double the tube once 
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together: thus originated the long trumpets which 
were formerly used in Germany. They had a kind 
of wooden bridge inserted between the two parts of 
the tube, to prevent their pressing together and 
injuring each other. Sometimes the tube was wound 
in various directions, in order to make the instrument 
more handy and manageable. At present tlie tube 
is twice doubled, in an oblong shape, and the instru- 
ment is consequently only half as long as it used to 
be, and easier to manage. It is pre-eminently a 
military instrument. In the cavalry service, where 
it is especially employed for promulgating orders, 
the branches of the tube which are in contact are 
generally protected by a strong cord wound round 
them, which, with its gay colours and hauging tassel, 
serves at the same time as an ornament. 

With the Assyrians there was no necessity to 
adopt any such form as that just described, since 
their trumpet was too small to be inconvenient in 
a straight shape. In some parts of Asia this shape 
is retained at the present day, although the tubes are 
sometimes of an immense length. This applies espe- 
cially to the enormous trumpets used by the Buddhist 
priests in Tliibet^ as well as by the Kalmucks, in 
their religious performances. With the latter the 
trumpet usually employed is far too long and too heavy 
to be held up by the performer ; in processions there 
are usually attendants in front, who carry it before 
him, while in the temple it rests upon a frame, so 
that he needs only to raise it slightly when blowing. 
I have seen also large straight trumpets from Hin- 
doostan ; they are, however, chiefly used in Nepaul, 
and a few other mountainous districts in the north, 
where the people possess robust lungs capable of 
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producing the full tone. These trumpets are often 
wound in dififerent shapes, as, for instance, coiled like 
a serpent, or with the projecting hea,d of a tiger, &c. 

It is unnecessary for our present purpose to sub- 
mit a detailed description of our own trumpet. I 
shall confine my- 
self, therefore, to 
pointing out that 
its length, if the 
tube were straight, 
would be about 
eight feet. On 
such a trumpet, 
without the re- 
cently introduced 
auxiliary means of 
pistons and cylin- 
ders, only a limit- 
ed numbers of in- 
tervals are obtain- 
able. 

The Assyrian 
trumpet (fig. 16), 
judging from its 
short length, was 
only suited for pro- 
ducing three or four notes, appertaining to the Triad, 
or Common Chord. 

The accompanying representation is remarkable for 
the faint indication of the bell of the trumpet, which 
must probably be attributed to the imperfect state ol 
preservation of the slab on which the instrument 
appears. On a portion of a trumpet occurring on 
another partly corroded slab, the bell is distinctly 
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ABByrian trumpet. 
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apparent (fig. 17). This trumpet greatly resembles 
the trumpet of the aucient Egyptians, as well as that 
of the Hebrews which is represented on the famous 

arch of Titus in Kome. 

Small though the com- 




pass of the Assyrian 

trumpet must have been, 

„. „ B t F A ■ f . it was well suited for mi- 

Fig. 17. Fart of an Assyrian trumpet. 

litary purposes, or for 
conveying orders where works were executed by a 
large number of men. On such occasions we find it 
was actually used ; its few notes were quite sufficient, 
bepause by means of various rhythmical arrangements 
a great number of signals, easily distinguishable, 
could be produced, each of which would convey a 
distinct meaning. 

THE DRUM. 

We meet with various kinds of drums on the 
Assyrian sculptures, which, however, have this feature 
in common, that they are covered with skin only on 
their upper part, and that they are beaten with the 
hands instead of with drum-sticks. 

The woodcut (fig. 18) represents a female with 
a small drum fastened to her person, whether sus- 
pended by a band over her shoulders or round her 
waist is not ascertainable from the sculpture, of 
whicli the woodcut is a faithful sketch. She beats 
the drum with both her hands, much in the same 
way as such little hand-drums are at the present time 
played upon by females in the East. 

Small drums, more or less similar, are indeed to 
be found in most Asiatic countries. They may be 
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divided iuto two classes, viz., those which, hke the 
Assyrian drum, are covered with skin at the top 
only, and those which are of a barrel-form, covered 
with skin at both ends. The former kinds are 
usually designated by the name of tuhla. They are 
also frequently beateii ' with 
sticks instead of with the hands, 
and sometimes two together are 
used, one producing a deeper 
sound than the other. The tabl 
shamee, or Syrian drum, is used 
by the modern Egyptians in 
their wedding processions, and 
in the processions of Dervishes. 
It is, according to Mr. Lane, 
" a kind of kettle-drum, of tinned 
copper, with a parchment face," 
and is carried, by a band sus- 
pended round the neck of the 
performer. The Assyrian tub! a 
may very possibly have been at 
least partly of metal, and the 
dots round it near its upper rim 
may have been the bright and 
ornamental heads of the nails 
with which the skin was fastened. 

The other class of Oriental small drums consists 
of those which are of a barrel-form, covered at each 
end with skin, carried obliquely, and beaten with one 
hand at each end. Such drums are best known by 
the name tom-tom. Some of them are almost iden- 
tical with a drum common among the ancient 
Egyptians. Tliis is especially the case with the 
mridang, Tchole, and dholhee of the Hindoos, th& 




Fig. 18. Assyrian drum 
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beni of the Singhalese, and several others. The 
pulaoauz, often used by the Hindoo dancing girls at 
their performances, or nautches, is also of the same 
description ; but with this ■ difference, that it is sur- 
rounded with cords, under which are 
little moveable pieces of wood, by which 
the sonud is regulated. This appears 
to me worth noticing, because there is 
evidence that some of the drums of the 
ancient Egyptians also possessed such a 
contrivance. It may perhaps have exist- 
ed also in the Assyrian drum (fig. 19), 
which from its shape was particularly 
adapted for it; This drum was about 
three feet in length, and was beaten 
with the hands, like the other. 

A third kind of Assyrian drnm ap- 
pears on the monuments, too indistinct 
for me to venture to submit a sketch 
of it. Though similar to that carried 
by the female, fig. 18, it appears to be 
of a larger size and somewhat spherical below. 

BELLS. 




Pig- 19. 
Assyrian drum. 



Small Assyrian bells have been found by Mr. 
Layard, and are exhibited in the British Museum. 
Mr. Layard gives the following short account of theni 
when describing the various relics which he brought 
to light from a newly-discovered chamber at Nim- 
roud : — " The first objects found in this chamber were 
two plain copper vessels or caldrons, about 2i feet in 
diameter, and 3 f^et deep, . . . filled with curious 
relics. I first took out a number of small bronze 
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bells with iron tongues, and various small copper 
ornaments, some suspended to wires. With them 
were a quantity of tapering bronze rods, bent into a 
hook, and ending in a kind of lip. The caldrons 
contained about eighty bells. The largest are 3 J 
inches high, and 2J inches in diameter ; the smallest 
If inches high, and li inch in diameter."^ ; 




Fig. 20. Assyrian Bellsf ound in the ruins of Mound Nimroud. 

Most of them have a hole at the top, in which pro- 
bably the clapper was fastened. This is especially 
the case with the smaller ones ; and it is remarkable 
that some of the large bells used at the present day in 
China are also open at the top. One of the Assyrian 
bells in the above engraving has a slit upon the rim 
upwards, which was most likely filed after its dis- 
covery for the purpose of ascertaining the exact com- 
position of the metal. 

Small bells were known also to the Egyptians and 
Hebrews. The Egyptian bells, which have been 'dis- 
covered in tombs, are of bronze, and some of them re- 
semble those of the Assyrians. In the ancient Egyp- 
tian necklaces of gold and silver, imitations of bells 
may be also seen. Among the Hebrews we know 



3 Discoveries in the Ruins of Nineveh and Babylon, by A. H. 
Layard, London, 1853, p. 177. 
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from Exod. xxviii. 33, 34, and Ecclus. xlv. 9, that 
small golden bells were attached to the lower part of 
the robes of the high-priest in his sacred ministra- 
tions. In Zech. xiv. 20, " bells of the horses " are 
mentioned,' which probably were fastened on the 
bridle or upon the forehead of the horses, as we find 
them at the present time in many countries. In the 
mountainous and wooded districts of Germany and 
Switzerland the cattle are provided with bells to pre- 
vent their straggling. 

In several of the bas-reliefs the Assyrian horses 
are represented wearing on the neck a little bell with 
a clapper, very similar in shape to those in the above 
engraving. It appears to have been a usual custom 
with the Assyrians to decorate their horses in this 
manner. On one of the Assyrian sculptures in the 
British Museum, two spirited horses drawing a 
chariot have each of them about half-a-dozen of these 
bells, varying in size, affixed to the lower part of their 
collars. 

Kichly caparisoned horses are seen on the Assyrian 
monuments having head-stalls ornamented with ap- 
pendages which, if not intended for short tufted 
plumes, probably represent thos6 small hollow metal 
balls enclosing loose pieces of iron, which are called 
in French grelots, and in German schellen ; and are 
used in Germany especially on the harness of sledge- 
horses to prevent accidents by announcing the prox- 
imity of the rapid and noiseless sledge, and to con- 
tribute at the same time with their cheering harmony 
(being tuned in the triad or common chord) to the 
hilarity of the drive. Grelots, to conclude, from their 
similarity with rattles, must be of very high antiquity, 
probably older than bells. They are at present in use 
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in different parts of the East. The Japanese instru- 
ment soezoew consists of a cluster of them attached to 
a handle. The Copts, in Egypt, who are Christians, 
use the maraoueh in their religious ceremonies. This 
consists of a disc of silver, round which are attached 
a number of grelots made of copper, and to which is 
affixed a long handle. Grelots have also been found in 
tombs of the ancient Mexicans. 

Small bells were used in America before its dis- 
covery by Europeans, as is proved by a copper bell 
discovered in one of the tombs of the ancient Peru- 
vians, and now preserved in the Museum of Antiquities 
in Lima. The resemblance between this Peruvian 
bell and the little hand bell called drilbu, which is used 
by the Buddhist priests of Ladak in their sacerdotal 
functions, seems to me worth notice. The drilhu is 
about 6 inches in height, including the handle. Mr. 
Cunuingham, who has giYen a drawing of it in his 
work on Ladak, remarks, "It is represented in the 
left hand of the great Lama Skyobba Jigten, of the red 
sect, and it is placed on the throne at the feet of the 
great Dai Lama Navang Lozang. The bell is formed 
of a very white brittle-looking metal."* Again, the 
Brahmins of Hindoostan use a little bell in their reli- 
gious ceremonies, similarly shaped and as elegantly 
ornamented, called .^/mnfa. 

The invention of our large ;church bells is gene- 
rally attributed to Paulinus, Bishop of Nola in 
Campania, a.d. 400; whence the term "campana" is 
supposed to be derived. It may be that church bells 
were first used by Paulinus, and that from' Italy 



^ Ladak; Physical, Statistical, and Historical, by Alexander 
Cunningham, London, 1854, p. 373. 
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they Were introduced into other European countries, 
but in Asia they appear certainly to have been 
known, and used for rehgious purposes, long before the 
Christian era. 

In Barrow's ' Trayels in China ' is given a drawing 
of " the great bell of Canton, 20 feet in diameter, 
and 16 inches thick;" and Mr. Halloran saw near 
Ningpo, in a large pagoda, " an enorinous bell of a 
very sweet tone, suspended from the rafters of the 
roof, having its lower edge curiously scalloped, and 
its outer surface entirely covered with inscriptions, 
and ornamented in high relief."^ Similar large 
bells are found in other Asiatic countries, especially 
whef e the , Buddjiist religipn has been diflfused. In 
Siebold's celebrated work on Japan, drawings of 
several large elegantly-shaped bells are given ; and 
Mr.. Tronson saw, near one of the Japanese temples, 
"a belfry with a large bell suspended, deep and 
heavy, and richly carved." "This," he states, "is 
struck at different hours of the day with a heavy 
wooden mallet, and the sound, mellow and sonorous, 
is heard far away over the water."® And Mr. Oli- 
phant, when speaking of " the celebrated temple of 
Dai Cheenara," about ten^.miles from Yedo, says, "In 
the court was a ponderous bell, swinging in a hand- 
some belfry of carved wood, on a massive pedestal. 
In Japan the bells never have tongues or clappers, 
but are always struck from without by a piece of 
wood conveniently suspended."'' Mr. Winter, in his 



6 Eight Months' Journal, by A. 
L. Halloran, London, 1856, p. 117. 

° Personal Narrative of a Voyage 
to Jap^n', by J. M. Tronson, London, 
185?, p. 348. 



' Narrative of the Earl of Elgin's 
Mission to China and Japan, by L. 
Oliphant, London, 1859,* vol. 'ii. p. 
198. 
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description of "the G-olden Pagoda" at Rangoon, 
mentions a large Burmese bell, under which, he says, 
he was able to stand upright with ease. He informs 
us, " There is, in a pagoda in Maulmain, a great bell 
suspended in the usualway between two posts; it has 

an inscription in the Burmese character The 

bell is suspended in front of the temple; and when 
an offering has been made, or some religious duty 
performed, it is generally struck by the devotee once 
or twice with a deer's horn, several of which are 
usually placed near the bell."^ 

Large bell-foundries exist in Chinese Tartary. The 
French missionary, M. Hue, who visited them, ob- 
serves, " The magnificent statues in bronze and 
brass, which issue from the great foundries of Tolon- 
Noor, are celebrated not only throughout Tartary, 
but in the remotest districts of Thibet. Its immense 
workshops supply all the countries subject to the wor- 
ship of Buddha with idols, bells, and vases employed 
in that idolatry."® 

A further description of these bells is unnecessary, 
especially as a Chinese bell from a Buddhist temple 
near Ningpo maybe seen in the- ethnological depart- 
ment of the British Museum. In the ofl&cial ' Synopsis 
of the Contents of the British Museum' (London; 
1856), we are told, "On the top is the imperial 
dragon, the national emblem of China, crouching, 
and forming the handle. Beneath this is the orifice 
where the clapper has been placed." If this really 
was the case, it must be considered as quite excep- 
tional, since the large bells in the Buddhist temples 



8 Six Months in British Bur- 
inah, by Christopher Winter, 
London, 1858, p. 30. 



9 Travels in Tartary, Thibet,, 
and China, by. M. Hue, vol. 
i., p. 35. 
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are usually without a clapper, being struck with a 
wooden hammer or a kind of mallet. 

Moreover, bells with clappers are frequently fixed 
on the outside of the sacred edifices. On the famous 
"Porcelain Tower" in Nanking (built of white bricks 
having the appearance of porcelain), a number of such 
bells were affixed to the projecting comers of its dif- 
ferent stories. Mr. Halloran describes a Chinese 
. pag6da in the vicini'ty of Shangliae, octagonal in 
shape, and consisting of eight stories, each of which 
" is provided with a covered verandah, having a pro- 
jecting roof, at the corners of which are hung small 
bells of different tones ; and as there are sixty-four of 
them, which are kept in almost constant motion by 
th^ wind, the sound they produce is .exceedingly 
pleasing, greatly resembling the wild melody of the 
-Slolian harp."^ 

The Chinese declare their bells to be of very high 
antiquity, and assert that they used them in numbers, 
fcanged according to a certain scale, so far back as 
more than 2000 years b.c. The oldest Chinese bells 
known had not, however, the round form of the pre- 
sent ones, but were nearly square. Sonorous stones 
were also used, suspended, like the bells, in a large 
frame. A glance at the drawings of these bells and 
stones, by Amiot, Laborde, and others, might con- 
vince us, if there were any doubt on the subject, that 
a regular succession of intervals, or some kind of 
scale, was observed in their arrangement, since we 
See them gradually increasing in size from the- highest 
to the lowest. 

Moreover, also, at the present time similar sets of 



1 Eight Months' Journal, by A. L. Halloran, London, 1856, p. 124. 
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bells (as well as sets of gongs) are by no means uncom- 
mon in Asiatic countries. When Lord Macartney, with 
his suite, witnessed in Peking the anniversary of the 
Emperor of China's birthday, a concert was per- 
formed which consisted principally of " sets of cylin- 
drical bells, suspended iu a line from ornamented 
frames of wood, and gradually diminishing in size 
from one extremity to the other, and also triangular 
pieces of metal arranged in the same order as the 
bells. To the sound of these instruments a slow and 
solemn hymn was sung by eunuchs, who had such a 
command over their voices as to resemble the effect of 
the musical glasses at a distance."^ Captain Yule 
mentions that he saw, near a pagoda in Burmah, a 
number of attuned bells which were struck by the 
visitors of the pagoda on the conclusion of their 
prayers, and which reminded him of the village 
chimes of England.' 

I suppose the few facts which I hate stated will 
be considered suflBcient to prove that our large church 
bells, as well as our sets of bells, or carillons, are not 
originally European and Christian inventions^ as has 
been ofteii asserted; but that to Asia must be con- 
ceded the origin of the bell, and its uses for sacred 
purposes. 

It is true, some travellers and missionaries, struck 
with the similarity of the ceremonies in the Buddhist 
temple with those of the Eoman Catholic Church, 
have thence drawn the conclusion that the former 
must have been adopted from the latter. The 



3 An Authentic Account of an 
Embassy from the King of Great 
Britain to the Emperor of 
China, by Sir George Staunton, 
London, 1797, vol. il. p. 255, 



3 A Narrative of the Mission 
sent by the Governor-General of 
India to the Court of Ava, by 
Captain Henry Yule, London, 
1858, p. 178. 
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Buddhist religion is however older than the ChrisT 
tian. At all events it is evident that bells were used 
in Asia in religious worship long before the Christian 
era. 

It is impossible to determine with certainty the 
purpose for which the Assyrian bells that have been 
found were used. Considering that in ancient times 
bells were specially used in religious ceremonies, it 
appears probable that this was also the chief use 
made of them by the Assyrians. The difference in 
size, varying in a great number, though all were 
found in the same place, seems to indicate that they 
were also originally arranged in regular order, in 
conformity with a certain scale or peculiar succession 
of intervals. When I examined them in the British 
Museum I observed that in almost all the clapper was 
missing. I found, however, one in which it had been 
preserved, which gave me hope that I should hear at 
least one Assyrian sound — a sound which once per- 
haps had vibrated in honour of the famous Baal him- 
self. My hope, however, was not realized ; the 
clapper, adhering fast to the inner side of th'e bell, 
strenuously resisted any attempt of mine to restore it 
to its former function ; besides, the bell itself was in 
so corroded a condition as would probably have pre- 
cluded any response to its clapper. 

TAMBOURINE.-CYAIBALS. 

These two instruments -occur in a group of four 
musicians, given by Mr. Bonomi in his third edition 
of ' Nineveh and its Palaces,' of which the engraving 
(tig. 21) is an enlarged copy. As the sculpture from 
wliich it has been derived is not shown in the British 
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Museum, it was probably in too dilapidated a condi- 
tion to be exhibited. Nevertheless, from Mr, Bonomi's 
carefulness, we may rely on the strictest fidelity 
having been observed in sketching the details of the 
instruments. It is therefore worth noticing that the 
two lyres of this group are the same in form as two 




Fig. 21. 



Assyrian musicians, with tambourine, cymbals, &g. 



of those previously described. Each has five strings, 
exactly the number which we had reason to expect. 

The tambourine appears to be almost precisely like 
that now used by us, which was already known to 
the ancient Egyptians. The cymbals were either flat 
circular plates of metal, or (although this is not indi- 
cated in the representation) they may have been con- 
cave in the middle like our cymbals, and like those 
which have been found in Egyptian mummy-cases. 
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The performers appear to mark the time with their 
feet. Probably they are dancing to their music, as is 
the case with several other performers represented on 
the ' Assyrian sculptures-. In some instances these 
dancing musicians take part in religious ceremonies, 
which shows that sacred dances were in use with the 
Assyrians, as we know them to have been with the 
ancient Chinese, Egyptians, and Hebrews. Soon 
after their departure from Egypt the Hebrews per- 
formed sacred dances before the golden calf, doubtless 
after the manner of the Egyptians (Exod. xxxii. 19). 
In Psalms cxlix. and cl.- the people are admonished to 
"praise the name of the Lord in the dance." David 
himself " danced before the Lord with all his might " 
(2 Sam. vi., 20), although it would appear from 
Michal's sarcastic reproach that this manifestation of 

religious zeal was con- 
sidered derogatory to 
the dignity of a king. 
Sacred dancing was also 
admitted in the primi- 
tive Christian Church, 
and is still continued iu 
some Komau Catholic 
countries. 

The Assyrians had 
also a kind of cymbal 
which was funnel-sh9,ped, 
resembling the Egyptian 
darabukkeh drum. It ap- 
pears probable that there 
was some contrivance in this pecuharly-shaped instru- 
ment for increasing the loudness and the rhythmical 
effect of its sound. 




Fig. :j2. Asayrian cymbals. 
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Pipe from Babylon. — The instrument next deserving 
of notice is a little pipe of baked clay which was found 
by Captain Willock in the ruins of Babylon, Birs-i- 
Nimroud, and which has been presented by him to 
the Museum of the Koyal Asiatic Society. It is about 
three inches in length, and has only two finger-holes, 
situated side by side, and consequently equidistant 
from the end at which it is blown. The opposite 
end has no opening : the' instrument in this respect 
resembles a whistle: If both finger-holes are closed, 
it produces the note c ; if only one of them is closed, 
it produces e ; and if both are open, it produces G. 



i 



Besides these notes, one or two others are obtain- 
able by some little contrivance : thus, by blowing 
with unusual force, the interval of a fifth, g, may be 
i-aised to that of a sixth, a. But the fixed and natural 
notes of the instrument are only the tonic, third, and 
fifth. Moreover it is remarkable that the third which 
is obtained by closing the left finger-hole is about a 
quarter-tone lower than the third which is obtained 
by closing the right finger-hole. Perhaps it was in- 
tei^ded for the miiior third. It may have been ori- 
ginally more flat, and might perhaps be restored to 
its former pitch, if it were advisable to submit the 
pipe to a thorough cleaning. 

The accompanying engraving exhibits the instru- 
ment full size. That it is a genuine Babylonian relic 
admits, in my opinion, of no doubt. It resembles, in 
material and workmanship, several other articles 
known to be of Assyrian manufacture ; and several 
little idols have been found embedded with it, which 
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are similar to those obtained from the Assyrian 
mounds. 

This is, as far as I am aware, the oldest musical 
instrument hitherto discovered which has preserved 

its original condition; 

— ^^ '^Z'^^^'''^'X,._>^Ss^v yet it is constructed of 

( K0iU»''''l^^^^^^ ^''^^'^^ "^ material 

t .ruui /'"'*' that were it to fall 

from the hand to the 
ground it would most 
likely be destroyed for 
ever. But its notes can- 
not have been clearer 
two thousand years ago 
than they are at the 
present day. They 
constitute the intervals 
of the common chord, 
either major or minor. 
No doubt the feeling 
for musical concord is 
innate in man, like the 

Pig. 28. Pipe from Babylon. 

leeling lor melody. It 
probably- caused the. 'Babylonians to adopt for their 
little wind instrument those intervals which together 
^constitute the harmonious Triad, and which, even 
when heard in succession (arpeggio), produce an effect 
similar to that most consonant chord. 

The sh^pe of this instrument appears to be in- 
tended to represent the head of an animal. It is sin- 
gular that the little flageolets and whistles of the 
ancient American Indians, of which many have been 
found in tombs, especially in Mexico and in Central 
America, are also of pottery formed to represent 
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animals, and bear besides, in other respects, much re- 
semblance to the Babylonian pipe. 

Traces of other Instruments. — I have already sug- 
gested that further discoveries will probably bring to 
light several other Assyrian instruments. At least 
there are some which we might have expected to see 
on the bas-reliefs, but which have not yet been found. 
The single pipe, for in- 
stance, seems to have 
been known to all an- 
cient nations. There has 
been discovered in the 
ruins of Susa a figure in 
baked clay, representing 
a female playing upon a 
pipe (fig. 24). It may 
possibly be of a more 
recent date than those 
before described ; there 
seems to be even some 
doubt whether it is really 
of Assyrian origin, as it 
bears but little resem- 
blance to the Assyrian 
figures. However this 

, ,, . Fig. 24. Pipe from Susa 

may be, there can at 

least be no doubt that the pipe was well known to 
the Assyrians at an early period, especially as they 
possessed the double pipe, which it must have pre- 
ceded. Besides, it is a well-known fact that pipes 
and flutes were in common use in Asia Minor and. in 
Syria. Tho: Gingras flutes used in Caria and in 
Cyprus, in songs of lamentation, in honour of Adonis, 
are especially famous. 
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The syrinx, or Pandean pipe, was also known to 
most ancient nations, and was probably the instru- 
ment whose invention is ascribed in Genesis to Jiibal, 
and which in the English translation is rendered 
organ. Travellers tell us that it is at present in use 
in Syria and other Asiatic countries, especially by 
the lower classes. It may have been also with the 
Assyrians a popular though perhaps but little 
esteemed instrument, and this would account for it 
not appearing on their monuments. We might also 
expect to meet with an Assyrian trumpet, consisting 
of the horn of some animal, sUch as we are informed 
in the Bible the Hebrews used on certain solemn oc- 
casions ; and perhaps also the conch-trumpet, called 
in Hindoostan sankh — an instrument undoubtedly of 
high antiquity, and used in the temples of the 
Brahmins as well as in those of the Buddhists. 

The bagpipe is also very universal throughout 
Asia, though at present not so much in use as it 
seems to have been in fprmer ages. The earliest evi- 
dence which we have of its existence in Asia is a 
representation 'dating before the Christian era. This 
curious relic, to which I shall afterwards recur, was 
discovered in the ruins of Tarsus, Cilicia. A Hindoo 
bagpipe, called titty, brought from Coimbatoor, may 
be seen in the East India Museum, London ; and a 
-drawing of a similar instrument is given in Sonnerat's 
' Voyage aux Indes Orientales,' where it is called 
iourti. Mr. Hill found the bagpipe in the hands of 
Chinese musicians in Maimatchin, the famous trading- 
place on the border of Mongolia.* Sir William 
Ouseley met with it in Persia, where it is called neii 



-* Travels in Siberia, by 8. S. Hill, Esq., Londoii, 1854, vol. ii. p. 64. 



Chap. II. BAGPIPE— SISTRUM. 



79 



ambdnah (from nei, a reed or pipe, and ambdnah, a 
bag), and where also "it appears to have been more 
general in former ages tlmn at present."^ The same 
may be said of the Egyptian bagpipe, zouqqarah, 
which is now of but rare occurrence. 

In the Persian concert,^ sketched from a bas-rehef 
of the sixth century of the Christian era (mentioned 
page 33), one of the musicians plays upon a bag- 
pipe. Moreover* we know that the Eomans were ac- 
quainted with this instrument, and most likely the 
Greeks also. There may be some reason for sup- 
posing that it. was likewise known to the Assyrians, 
if we remember that most . commentators on Hebrew 
music are of opinion that it was one of the Hebrew 
wind-instruments mentioned in Holy Writ. Among 
the instruments of the ancient Egyptians it has, how- 
ever, not hitherto appeared. 

Again, the sistrum, which we find so frequently in 
the Egyptian representations, and of the use of which 
among the Hebrews there are many indications, might 
likewise be expected to have existed among the Assy- 
rians. Of the Egyptian sistrum, which was especially 
used in religious services, and which is seen usually 
in the hands of females, I shall hereafter say a few 
words when noticing the Egyptian instruments. The 
sistrum has not hitherto been found on Assyrian 
monuments, unless we may surmise that the little in- 
strument shaped like a sickle, in the right hand of a 
small statue of hard stone, is intended for one. This 
Statue, which will be remembered by visitors to the 
Assyrian antiquities in the British Museum, was found 



5 Travels in various Countries I Persia, by Sir W. Ouseley, Lon- 
of the East, more particularly | don, 1819, vol. i. p. 241. 
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by Mr. Layard in the mound of Nimroud, and is sup- 
posed, according to the official guide-book of the Mu- 
seum, to represent Sardanapalus the Great. If this 

be so, the instrument may per- 
haps be an emblem of dominion, 
like the crook of Osiris, men- 
tioned by Sir Gardner Wilkin- 
son,® which it also resembles in 
shape. Mr. Bonomi, however, 
describes the statue as that of 
a high-priest in his sacerdotal 
dress ; ' and it appears therefore 
not improbable that the instru- 
ment is a kind, of si strum which 
may have been used by the 
Assyrian priests in their reli- 
gious processions and dances, 
as it is at the present time em- 
ployed by the priests of a 
Christian sect in Abyssinia. 
There may be seen, on close 
examination, about twenty di- 
visions in the crook, which 
were perhaps so many separate 
and jingling pieces of metal ; 
?and though the instrument dif- 
fers essentially in shape from 
the usual Egyptian sistrum, it 
must be remembered that the 
sistrum generally attributed to the Hebrews is also 
different in appearance. However, far from wishing to 




Assyrian high-priest. 



6 The Manners and Customs 
of the Ancient Egyptians, by 
Sir G. Wilkinson, vol. v. p. 267. 
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express a decided opiniou, my object is only to suggest 
the great probability that the, sistrum also was one of 
those hitherto unascertained but nevertheless coAt 
monly used instruments of the Assyrians . ' ' . u 

THE ANTIQUITY OF THE INSTRUMENTS OF 
THE VIOLIN KIND. 

Stringed instruments played with a bow seem to 
have been unknown to the Assyrians as well as to the 
Hebrews and Egyptians. It is true some historians 
mention Hebrew instruments. played with a bow, but 
they have in translating apparently mistaken the 
plectrum for a bow. On the .other hand, there are 
indications of the existence of a kind of violin in Asia 
at a very remote period. M. Sonnerat tells us that 
the Hindoos maintain that the, ravanastron, one' of 
their old instruments played with the bow, was ih- 
vented about five thousand years ago by Eavanen, 
a mighty king in Ceylon,^ The most characteristic 
instruments of this description at present extanti 
in Asiatic countries are the urh-heen of the Chinese,' 
the kokiu of the Japanese," the sarangi and the sarinda 
of the Hindoos, the kemo/ng eh and rebab of the Arabs 
and Persians. It is not at all improbable that, some 
instrument of thip species, may have been known to' 
the Assyrians, also. "c 

In describing the Assyrian instruments I have re- 
peatedly, pointed out ,SQme remarkable similarities in 
form or construcjiion between, ancient Asiatic and 
European ins.trumentS at present in use— similarities; 
which„in'my opinion, are too peculiar and striking, to- 
be accidental, and which therefore indicate a common 



8 Voyage aus Indes Orientales, par M. Sonnerat,' Paris,. ;|a,0&, 

vol. i. ip. 182. ' ■ ' , ' ' 
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origin. The object which I had in view will become 
evident when I proceed to explain the musical system 
of the Assyrians. I mention this here because the 
following observations might otherwise be considered 
irrelevant. 

Among the Hindoo instruments played with a bow, 
and also among those which are played with a plec- 
trum, are certain kinds in which the body exhibits on 
its sides a curved outline, similar to that of our violin 
and its relations the tenor, violoncello, double-bass, &c. 
Besides, I have frequently seen instruments from 
Hindoostan which had a double set of strings, one set 
above the other, the upper consisting of catgut and 
the lower of thin wire strings. Now- this peculiar 
contrivance was also formerly applied to several of 
our own instruments. The viole d' amour, for instance, 
a favourite instrument some centuries ago, was pro- 
vided with fourteen strings, seven of catgut and seven 
of wire, the latter placed under the former, and tuned 
in unison with them, or in octaves. The catgut 
strings only were played upon, and the object in 
placing the wire strings under them was to increase 
their sonorousness — it being a well-known fact that if 
of two sonorous bodies tuned in unison, or in octaves, 
one is made to sound, the other will also sound with- 
out being touched. Thus the pitch of the note of a 
church bell may be ascertained by playing upon a 
flute under the bell. As soon as the note which is 
that of the bell is blown, the bell will begin to vibrate, 
emitting softly the same note. The Hardanger pea- 
sants in Norway have at the present day a fiddle with 
a number of thin wire strings placed under the catgut 
strings. It is not surprising that the Hindoos should 
be aware of this sympathising nature of notes of equal 
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vibrations; but that they should have appHed it in 
their stringed instruments precisely in the same way 
as we have done, seems to me suggestive. In the 
thro of the Burmese, and the kemangeh roumij of the 
present Egyptians, the resemblance to our violin is 
even greater than in the Hindoo instruments above 
mentioned. I should think no one who is acquainted 
with the history of our music, and with the music and 
habits of Asiatic nations, could entertain the opinion 
that these Oriental instruments have been originally 
derived from Europe, or must be imitations of Euro- 
pean instruments. Although the name of the Egyp- 
tian instrument {kemangeh roumy, " a Greek violin ") 
seems to indicate either that it was introduced into 
Egypt from Grreece, or that in Egypt it is con- 
sidered as a violin specially belonging to Greece, it 
must also be remembered that the Greeks possessed 
at an early period several instruments in common 
with Asiatic nations ; and although it may be impos- 
sible to ascertain with any degree of accuracy the 
time when the Hindoo, Burmese, and Egyptian in- 
struments which I have alluded to were invented, 
there are sufl&cient reasons to apprehend that they 
existed prior to ours. 

I must n6t omit to state that most modern musicians 
who have written on this subject express an opinion 
the very opposite to mine. This is, I think, owing to 
their having followed the well-known ' Kesume phi- 
losophique ' of M. Fetis, prefixed to his ' Biographie 
Universelle des Musiciens.' I have frequently ob- 
served instances in our musical literature where the 
opinion of a theorist of reputation has been adopted 
and repeated by others without their having ascer- 
tained that it was well founded. 

G 2 
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Fetis, in lua'Besume,' asserts that stringed', instru- 
ments of. the violin kind are a European invention ; 
and he believes them to have. had their origin^ in. the 
Eassian gudok. The following , extracts, translated 
from; three different works of ihis author, will show 
better than any explanation that he was but super ■« 
ficially acquainted with. the music of Eastern nations 
when he made that assertion. 

In the 'Eesume philosophique ' ('Biographie des 
Musiciens,' Bruxelles, 1837, tome i.p. 83) he writes, 
as follows : — " If we have borrowed much from the- 
East, as regards the taste foi: ornamentation in 
melody, and with respect to musical instruments ; on 
the other hand, we have made known to the East the 
class of instruments played with the bow. For the 
bow originated in the West. Having passed through 
Italy into Grreece, the viol was carried into Asia 
Minor, and afterwards into Persia and Arabia, where, 
it hecame the kemangeh roumy, of which several 
varieties .were afterwards formed, by being invested 
with an Oriental character. The rebab, a rude imita^- 
tion of the same class of instruments, was long after-: 
wards brought back by the Crusaders to Europe,, 
.where it received the name oirebebbe; and, after 
having undergone various modifications in form, in 
the material of its construction,, and in the number of 
strings with which it was mounted, it became the rus- 
tic fiddle called re&ec." i 
In a later treatise on the same subject, contained 
in ' La Musique mise a la Portee de tout le Monde,' 
Bruxelles, 1839, page 121, M. Fetis points 'to the: 
Welsh crwth, instead of the Kussian gudok, as the. in- 
strument from which all others of the yioUn kind, are , 
derived. He says: — "All the researches made) with 
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arview rto discover whether the nations of antiquity 
ijrere 1 acquainted with instruments played with the 
'bow liaye been fruitless ; or rather, it has been proved, 
almostto a certainty, that they were entirely uhknowh. 
It is true; a certain statue of Orpheus, holding a violin 
in one hand and a bow in the other has been cited; 
tbiit,- ion closer* examination, the violin and bow were 
ibund to have been added by the sculptor who re- 
paired the statue. Passages ■from Aristophanes, Plu- 
tarch, Athenaeus, and Lucian have also been quoted, 
in which some writers find proofs of the existence of 
the bow among the Greeks ; but the most superficial 
investigation will suffice to show how little ground 
there is for this assumption. There is no doubt that 
the instruments with a ^sounding board, a finger- 
board, and with strings raised by a bridge, and made 
to vibrate by a bow, originated in the West; but in 
what century, and in what part of Europe they were 
invented, are questions not easily answered. We find 
in Wales an instrument which has existed there from 
the earliest times under the uanie of crwth. It is nearly 
square in form, has a finger-board, and is played with 
a bow. In England it is regarded^as the parent of tlie 
different kinds of viol, and of the violin." 

' Again, in a subsequent work entitled ' Antoine 
Stradivari^ precede de Recherches historiques et cri- 
tiques sur rOrigine et les Transformations des Instru- 
ments h Archet,' Paris, 1856, ,M. Eetis says :— " Hin- 
doostan, the country whence we derive the most 
ancient monuments of a well-developed language, of 
an advanced civilization, of a philosophy in v^^hich all 
varieties iof human tlroughfr have "their expression, of 
a poetry eminently rich in all its branches, and of a 
music in which theextremeBfensibihty of the natives 
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finds expression — Hindoostan has, it appears, been 
the birthplace of the instruments played with the 
bow, and has made them known to other parts of 
Asia. This does not admit of a moment's doubt, as 
the instruments are actually in existence, bearing 
unmistakable marks of their Indian origin. If we 
wi^h to find the instrument played with a bow in its 
original state, we must take it in its simplest form, 
where no art has been employed to render it more 
perfect. Thus we find it in the ravanastron, formed 
of a cylinder of sycamore wood, partly hollowed." 
After mentioning two other Hindoo instruments, the 
ruana and the omerti, both belonging to the violin 
class, M. Fetis says : — If we compare the omerti 
with the Arab instrument called kemangeh a gouz, we 
at once perceive that the latter took its origin from 
the former." And further on he observes: — " Truth 
to say, the rehah, is only a modification of the ruana 
of the Hindoos, the only difference being in the form 
of the body of the instrument." 

I may now leave it to the reader to form his own 
opinion as to the value of the statements of M. Fetis. 
We have already seen that instruments of the violin 
kind are also known to the Chinese and other Asiatic 
nations, and I shall presently submit to the reader's 
judgment some evidencefrom which.it appears highly 
probable that the musical instruments of the Arabs 
were originally derived from the Chald'ees and Assy- 
rians. 

THE NAMES OF MUSICAL INSTRUMENTS. 

The circumstance of many of our European in- 
struments having nearly the same name in different 
languages would appear to be to some extent an indi- 
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cation of their liaving been derived from the same 
source. I shall notice a few instances which occu)* 
to my mind, and I must leave it to the philologist to 
explain or to enlarge upon them. To the musician 
sueh investigations would most likely prove useful, 
and certainly interesting. Thus, it might perhaps 
be easily ascertained in how many languages the 
word pipe, — German pfeife, Freneli pipeau, Gaelic p'ofe, 
Welsh jnb, Swedish pipa, Dutch pijp, &c., — can be re- 
cognised. Or the word feflwy,— German harfe, Fin- 
nish harpu, Icelandic haurpa, Hungarian /lar/a, French 
harpe, Spanish arpa, Anglo-Saxon hearpe or 6arpe, 
&c. Of the lute, — German laute, Italian liuto, French 
luth, Dutch luit, Swedish luta, Spanish laud, Arabic 
el oud, — ^we know with some certainty that it is the 
Arabic instrument from which the others have been 
derived. The guitar is said to have been brought 
from the East to Spain by the Moors. In Germany 
it has hardly been known for a century. The in- 
habitants of some mountjainous districts in Germany 
had, however, from time immemorial, a somewhat 
similar instrument called zither; in Persia, Hindoo- 
stan and other Asiatic countries, we find the sitar ; 
in Nubia the A mar; in ancient Greece the kithara ; 
and might not also the name of the Hebrew instru- 
ment with which David subdued the " evil spirit " of 
Saul, the kinnor, be related to these ? This appears 
less improbable if we remember the similarity of the 
name of the Hebrew trumpet keren with the Greek 
keras, the Latin, cornu, the French cor, the German 
Jiorn, the Welsh corn, the Persian karnai, the Hun- 
garian krut, the English lim-n, &c. 

This instrument undoubtedly was originally made 
of the horn of an animal, and hence the name. In- 
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deed, many, .recurrences of the same names are easily 
accounted for. Nevertheless, 'by a closer linyestiga- 
tibn of them,' some new light: aiiight. probably: be 
thrown on obscure.; questions, relatiye to the lustory 
of music. For iusibance.,in.the,Hebrew bdrddhi gome 
clue: is afforded to the original home of the Cdtic 
bavd. We are informed in the ' Asiatic Besearcheg,' 
that " the usual name in India for a bard-is, bhdt'. It 
i^tnot a Sanskrit appellation, though asserted to be 
derived from it. But the original name, as it was 
pronounced several hundred years ago, was bdrdai, or 
bdrddhi,. ihovLgh some think it a different name ap- 
plied to the same class of people.- ^ . . The title 
oi har-dalii is : translated 'musician' by Abul Fazil. 
His functions, both in the field and at home, were 
exactly those of the ancient bards of the West,"^ &c.. 
And it is a reinarkable fact that the further we 
extend such enquiries, the more forcibly we '.are 
directed to. the East as the cradle of our music. It 
Would, however, be out of place to enlarge here upon 
this subject. 



9 An Essay on the Sacred Isles, by Captain F. Wilford, Asiatic 
Researches, vol. ix. p. 76. \ 
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ASSYRIAN MUSICAL PERFORMANCES, 

ystrious combinatiojis of musical instruments — Description of the 
^Assyrian bas-reliefs in, the British Museum on which musical per-, 
formers are represented — Other' representations" of .Assyrian' 
musicians briefly described — The characteristics of the perforra-' 
anoes — Fondness of thef<^ssy^ians for ihusic — Their songs — Music 
employed in their religious worship — Court bauds of the kings — 
Rhythmical character of the music — Oriental music of the present, 
time — Choruses of the dervishes— Call to prayer of the Muezzin 
— Character of the Assyrian instrumental accompaniments — 
Harmony not entirely unknown to the Assyrians. 

In order to show the combiuatioiis of musical m- 
strumeuts used by the Assyriaus m their concerts,, 
and also on what occasions music was speciaUy iiitro-, 
duced, I propose now to give a short description of, 
those bas-rehefs in the British Museum which repre- 
sent musical performances. Most, if not all, of tliese 
stony records were originally coloured. On some 
of them, when discovered, the colours were partially 
preserved ; and there are even now a few in the 
British Museum on which a red tint is still distinctly 
visible,, bearing witness to the correctness of the pro- 
phet's description of the Assyrian , palaces, and the 
"men portrayed upon the wall, the images of the 
CJhaldeans portrayed with vermilion." (Eizek. xxiii. 
14). The colours actually fpund upon the bas-reliefs; 
are, according to Professor Kawlinson, only four, viz., 
red, blue, black, and white. "The red is a good bright 
tint, far exceeding in brilliancy that of Egypt. On 



90 ASSYRIAN MUSICAL PERFORMANCES. Chap. III. 

the sculptures of Kliorsabad it approaches to vermi- 
hon, while on those of Nimroud it incliues to crimson 
or lake tint. It is found alternating with the natural 
stone on the royal parasol and mitre ; with blue on 
the crests of helmets, the trappings of horses, on 
flowers, sandals, and on fillets ; and besides, it occurs, 
unaccompanied by any other colour, on the stems 
and branches of trees, on the claws of birds, the shafts 
of spears and arrows, on bows, belts, fillets, quivers, 
maqes, reins, sandals, flowers, and the fringe of 
dresses."^ 

It is to be regretted that the colours have not been 
preserved on the musical insti-uments ; otherwise we 
might perhaps be enabled to ascertain therefrom 
whether the frames of the harps and lyres were 
entirely of wood or partly of metal, — whether the 
little dots observable on the lower bar of the frame 
in some of the harps were tuning-pegs or merely 
ornamental brass buttons, — whether the indentations 
on the inner side of the upper part of the frame in 
som.e of these instruments, noticed page 36, are 
meant for sounding-holes, or whether they are di- 
lapidations in the sculptures; whether the plectra 
used by the performers were of wood or ivory, and 
several other such points. Unimportant as any in- 
formation of this kind may appear, it is sometimes of 
great assistance in inquiries relating to the music of 
a nation of antiquity. 

Most of the instruments have ornamental appen- 
dages ; and from the recorded wealth and luxury of 
the Assyrian monarchs, we may suppose the tassels 



1 The Five Great Monarchies I by George Rawlinson, London; 
of the Ancient Eastern World, j 1862, vol. i. p. 451. 
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on the harps and other stringed instruments of the 
musicians playing before the king to have been of 
rich silk in various splendid colours, interwoven with 
gold ; and the frames themselves to have been embel- 
lished with elegant devices, and lacquered, as is the 
case with the instruments employed at the present 
day by the higher classes in Persia and Hindoostan. 

The following is a description of the most remark- 
able scenes in which musical performances occur : — 

No. 1. Harp and drum. — The king with his queen, 
at a banquet under a bower of vines, are waited upon 
by attendants, four of whom are fanning them with 
fly-flappers, while others hand refreshments. At the 
further end are two musicians, facing the king ; the 
first, an eunuch, is playing upon a harp ;, the other 
beating with both hands a sugarloaf-shaped drum, 
like the one which is represented at page 64 (fig. 19)- 
The dimensions of the slab only allow the hands to 
be seen. It is therefore possible that other musicians 
took part in this concert who were represented on 
another slab which obviously joined this one, and 
contained additional figures. [From Kouyunjilc] 

No. 2. Lyre, harp, and double-pipe. — The subject of 
this representation appears to be a religious ceremony. 
Twe personages, perhaps royal chamberlains, each 
with a long stick in his left hand, which he holds in 
the middle, are standing before some vessels, probably 
used in sacrifice. At a first glance, one might sup- 
pose these men to be indicating the time to the musi- 
cians ; but this is very unlikely, because it could not 
be nearly so well done by two as by one alone. There 
is a greater probability that the sticks were used as 
rhythmical instruments. They appear each to consist 
of two pieces united,, which may have been loosely 
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fa^te^ed .together feo' as to; produce a- rattling .noise 
iwhen shaken. Howeyer,^the manner in which, the 
men have the right armjplaced over the left, tells 
against this iconjecture; since it was scarcely possible 
for them. in this position to move their sticks, far less 
Jp use them for a rhythmical purpose in combination 
with the musical instruments. Facing these men, on 
the opposite side of the vessels, stand the musicians. 
Th,e first, plays upon a lyre with five strings, as repre^ 
sented in fig. 6, page. .38; the second upon a harp; 
and of the third only the 'instrument, a double-pipe, 
is. seep, as the slab does not embrace more of the 
repr^^^ntation, which undoubtedly extended to another 
slab united to the present one, and which may have 
represented one or two more musicians. [From Kou- 
yuiijik.] ■■ . ', 

. No. 3. 'Tu'o flso7's.^Keturn from the bull-hunt. — 
Tiie king, with a cup in his hand, is standing n§ar a 
prostrate wild bull, and seems to perform some reli-' 
gious ceremony, by pouring out a libation above the' 
slain , animal, or by drinking out of a sacred cup in 
honour of the gods. He is surrounded by attendants, 
one of whom shades him with a parasol, while.another 
fans him with a fly-flapper, and a third is approaching 
him in an attitude of respect. Two performers upon 
asors celebrate his victories over the wild beasts, or, 
perhaps, execute a solemn composition appropriate to 
the sacred ceremony in which he is engaged. They 
arp standing side by side, and each holds the plectrum 
in his right hand in precisely the same oblique direc- 
tion elver his instrument , as if they were going to 
twaftg the strings both at the same moment. It is 
siljgulair , that the sculptor: has .represented, the left 
hand of the second performfer as in front of the strings 



Chap. III. DESCRIPTION OF BAS-RELIEFS. 93 

of the instrument of .tlie. first performer, undoubtedly, 
with tlie object of. showing. it more distinctly than it 
could possibly have been seen in its proper position: 
behind the strings. .Such a disregard, to natural truth 
by the sculptor, in order that no part of any object 
which he considered as of greater importance than 
others should be hidden, may. be not unfrequently 
observed in the Assyrian bas-reliefs. The wild bull 
of Assyria must have been a formidable and noble 
animal. We see it depicted in deadly strife with the 
lion f and the king performed over each the same 
religious and musical ceremony, when he had been 
successful in the chase. Neither of these animals is 
any, longer found in the country where, in former 
times, their figures were adopted as symbols of power 
and nobleness. [From Nimroud]. 

No. 4. Two asQis. — Here the Jking is represented 
standing before an altar and pouring a libation over 
some dead lions, which he probably has just slain in 
the chase. Two musicians with asors, beardless and 
juvenile in appearance are standing on the opposite 
side of the altar, and are. probably singing a hymn 
with instrumental accompaniment, in praise of the 
courageous achievements of the king in his battle 
with the lions, or in honour of the gods for having 
protected him in his daring pastime. [From Kow 
yunjik.] 

: No. 5. Two asors. — Keturn from the lion-hunt. 
The king, accompanied by four archers, besides other 
attendants, with the slain, lion lat his feet, holds a, cup • 
in his right hand, in a similar way, and probably, 
for the same purpose, as indicated in our previous . 



2 See Layard's Monuments of Nineveh, First Series, Pis. 46 and 48. 
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description of the return from the bull-chase. The 
two royal minstrels in the present scene stand side 
by side, as all the asor-players on the different slabs 
are represented. However, in the bas-relief before 
us the instrument of the nearest performer does not 
exhibit on its fore-pillar the usual imitation of a 
hand, which has been noticed, p. 48 ; but terminates 
instead in a human head, which is, as Mr. Bonomi 
suggests, " probably to indicate that the bearer is the 
chief musician, or the leader of the chorus; for we 
apprehend that the two in this sculpture, as in all the 
representations of battles, sieges, hunts, &c., are put 
for the many." [From Nimroud]. 

No. 6. Two asors aud a drum. Triumphal return 
of the victors from the battle-field. The king is 
approaching in his chariot, preceded and followed by 
soldiers on foot and on horseback. Warriors are 
carrying the heads of slam enemies ; others are 
counting them. Three musicians are celebrating the 
victory with song and instrumental accompaniment. 
The first two are bearded men playing upon asors ; 
while the third, a beardless and juvenile-looking per- 
son, is beating a drum with his hands. The latter 
instrument is nearly obliterated, but seems to have 
been similar in shape to the small drum repre- 
sented in the wood-engraving, fig. 18, p. 63. [From 
Nimroud]. 

No. 7. Four asors. — This slab contains nothing but 
the half-length figures of four performers on the asor 
two and two together. Of the first two the instru- 
ments are incomplete ; they extended apparently to 
an' adjoining slab^ The head-dress of one these 
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musicians, shown in the accompanying engraving 
(fig. 26), is remarkable. In a short description of the 
slab in the 'Athenaeum' (London, August 17, 1861), 
these musicians are sur- 
mised to be priests : " one 
has a monstrously ele- 
vated head-dress, not un- 
like that remarked by 
Egyptian antiquaries as 
characteristic of the 
people of Upper Egypt, 
which, when combined 
with the mitre usual in 
Lower Egypt, constituted 
the peculiar crown seen 
in so many of the Egyp- 
tian portraits of mo- 
narchs after the union 
of the kingdoms." 

If I may hazard an 
opinion, I should con- 
jecture, from his distinc- 
tive head-dress and dig- 
nified attitude, that the Fig. ae. Heaa-aresa of Assyrian musician. 

above musician was the 

king's chief bandmaster, or director of music. \_From 

Kouyunjik.'] 

No. 8. Three lyres. — On this slab four bearded 
men are seen traversing a mountainous country. 
On the tops and sides of the hills a few trees are 
represented to indicate a woody district. Three of 
the men are playing upon lyres, while the fourth, 
a warrior, is carrying in his right hand a short stick 
surmounted by a knob, or a mace; he is following 
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the musicians, and appears to be their superior. The 
dress of the . men and the shape of the lyres are 
exactly as sliown in the. engraving (fig. 7, p. 39). 
[From Kouyunjikl. •'■■■ 

No. 9. Ttoo trumpets. — Kemoval of a colossal' bull. 
— Whoever has paid a visit to the Assyrian monu- 
ments in the British Museum, will remember the 
colossal bulls and lions, with human heads and eagles' 
wings, — expressive symbols of wisdom, power, and 
swiftness,— which originally were placed on the 
two sides of the chief entrances of the magnificent 
palaces of the Assyrian monarchs, and also of the 
entrances to some of the inner halls. 

The slab now under consideration commemorates 
ihe conveyance of a human-headed winged bull to 
ihe royal palace, under the superintendence, or at 
least in the presence, of the king, who is seen standing 
in his chariot, which has been drawn by the attend- 
ants to the summit of a mound. Numerous workmen, 
directed by overseers, are occupied in removing the 
bull, which has been laid -sideways on a kind of 
filedge. Some officers are standing on it, engaged in 
giving orders to the workman by means of clapping 
their hands and other signs. They, are assisted in 
this operation by two men with trumpets, one of 
whom is just in the act of transmitting: eommands 
to the most distant workman in front '' of them. 
[From Kouyunjik] . 

No. 10. Two trumpets. — ^Eemoval of a human- 
headed winged bull. — The chief features of this 
representation are similar to the preceding one. The 
king is, however, not present, and the: scene is near 
a river or lake, which obviously is intended to- indi- 
cate the district of the _ country '^rom which the bull 
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was brought to the palace. Worlimen with spades, 
picks, saws, axid ropes, are busily eugaged iu the 
removal of the heavy mass, under the direction of 
officers, whose commands are transmitted by signs 
and trampet-signals. 

I must not omit to mention that in the official 
' Synopsis of the Contents of the British Museum,' 
the above trumpets are noticed as "speaking-trum- 
pets." Such an instrument is however different in 
appearance from the trumpets here exhibited. It 
especially requires a large aperture which entirely 
covers the mouth, and in which the lips can be 
moved freely, so as to insure a distinct enunciation 
of every word. An examination of the monuments 
must convince any one that the Assyrian sculptors 
took great care to exhibit any characteristic pecu- 
liarities appertaining to a figure or object which they 
were representing. I need only notice the great 
fidelity evinced in representing the muscles in the 
limbs of bulls and lions. This is also curiously 
exemplified in the representation of a claw in the 
tuft at the end of the lion's tail. The existence of 
such a claw iu the tail of the living animal had been 
repeatedly asserted and doubted, but it has recently 
been ascertained to be a positive fact. For some 
interesting information on this and similar subjects, 
in further corroboration of the conscientious exact- 
ness observed by the sculptors, I must refer the 
reader to Mr. Bonomi's book on ' Nineveh and its 
Palaces.' From such facts the conclusion may be 
drawn, that if the instruments in question were 
speaking-trumpets, the sculptors would not have 
omitted to indicate the large aperture constituting 
the mouthpiece ; there is, however, not the slightest 

H 
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trace of it in the representations of any of the trum- 
pets, although some of the sculptures are in good 
preservation. 

Besides, trumpet signals are better fitted for trans- 
mitting orders to a great distance, than verbal mes- 
sages through a speaking-trumpet, because they are 
more distinctly heard. And it must also be remem- 
bered that the ancient Egyptians and Hebrews had 
trumpets like those of the Assyrians ; and that the 
Hebrews used them for signalling, in the same 
manner as the Assyrians, is a fact known from Holy 
Writ. [From Kouyunjik.] 

No. 11. A ta,mhoura. — We have here a scene 
which may perhaps refer to some peculiar national 
custom or popular festival. Two mummers, most 
likely mimes, clothed in lions' skins, and wearing 
masks resembling the head of the lion, are dancing 
to the music of a man who plays upon a tamboura. 
One of the dancers is carrying a whip in his right 
hand, which he used, perhaps, to produce a rhythmical 
accompaniment to the music of the tamboura. Similar 
customs exist at the present time in European countries. 
In some of the villages in Germany, for instance, 
grotesque mummers perform a peculiar dance at 
Whitsuntide before the houses, to the rhythm pro- 
duced by the cracking of a number of whips. Three 
or four men with whips, who may be said to repre- 
sent the band of musicians, accompany the dancers ; 
they are generally so well practised together as to 
perform with much precision, producing a variety: of 
animating rhythmical effects. {From Nimroud.] ■>. 

No. 12. Seven harps, one dulcimer, two double-fifes, 
and a drumr — Procession of instrumental and vocal 
performers to meet the conquerors on their :return 
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from the battle-field. — This is the largest and most 
interesting assemblage of musicians which has been 
discovered. I have therefore selected it for the 
frontispiece to this book. It consists of eleven per- 
formers upon instruments, besides a chorus of singers- 
The first musician — probably the leader of the band' 
as he marches alone at the head of the procession — is 
playing upon a harp. Behind him are two men, one 
with a dulcimer and the other with a double-pipe ; 
then follow two more men with harps. Next come 
six female musicians, four of whom are playing upon 
harps, while one is blowing a double-pipe, and another 
is beating a small hand-drum covered only at the top, 
of the kind described at p. 63. Close behind the 
instrumental are the vocal performers, consisting of a 
chorus of females and children. They are clapping 
their hands in time with the music, and some of 
the musicians are dancing to the measure. One of the 
female singers is holding her hand to her throat, in 
the same manner as the women in Syria, Arabia, and 
Persia are in the habit of doing at the present day, 
when producing, on festive occasions, those peculiarly 
shrill sounds of rejoicing which have been repeatedly 
noticed by Oriental travellers. Dr. Clarke says, 
^' They are caused by trilling the tongue against the 
roof "of the mouth, without the utterance of any dis- 
tinct words. Yet this singular mode of expressing 
joy is all that constitutes the Alleluia of the ancients. 
When Lord Hutchinson first entered Cairo, after the 
capture of the city, he was met by a number of 
women who greeted him with Alleluia ; they accom- 
panied him through the streets, clapping their hands, 
and making this extraordinary noise in a loud and 
shrill tone. It seems to be a constant repetition 

' H 2 
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of the same syllable al, uttered with the utmost 
rapidity."* Besides being singularly illustrative 
of modern Oriental customs, the Assyrian procession 
under our consideration is also especially interesting 
on account of the resemblance which it bears to 
some musical processions of the Hebrews on similar 
occasions mentioned in the Bible. I shall remind 
the reader only of David's reception by the women 
after his victory over the Philistines ; and of that of 
Jephthah by his daughter and her companions, after 
his return from the battle against the children of 
Ammon (Judges xi. 34). Also, on the solemn occa- 
sion of the conveyance of the ark into the City of 
David, the procession seems to have been very similar 
to that of the Assyrians here represented. "David 
and all Israel played before Grod with all their might, 
and with singing, and with harps, and with psal- 
teries, and with timbrels, and with cymbals, and with 
trumpets " (1 Chron. xiii. 8) ; and it was on this 
occasion that " David danced before the Lord with all 
his might" (2 Samuel vi. 14). [From Kouyunjik.] 

In addition to those enumerated I have seen a few 
other representations of Assyrian musicistps, of which 
a brief notice will suffice. The first is a performer 
on the harp, engraven on one of those little cylin- 
drical seals' which may be seen in the British 
Museum. 

The second is a procession with instruments of 
music, in connection with a ceremony apparently 
sacrificial, before two altars. It occurs on an obelisk 
in white calcareous stone, which was found near the 



* Travels in various Countries, by E. D. Clarke, London, 1810, 
Part ii. Sect. ii. p. 121. 
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centre of the mound of Kouyunjik, and which also is 
now exhibited in the British Museum. But it is so 
much dilapidated that I could not distinguish with 
certainty more of the musical instruments than one 
or two asors. 

The third is an engraving of two performers on 
lyres, given in M. Botta's work, * Monuments de 
Ninive,' from a much corroded slab found in Khor- 
sabad., The men, who seem to be singing while 
marching and twanging their lyres, are dressed like 
soldiers, with an appendage to their tunics, as repre- 
sented in fig. 5, p. 38, which, according to Mr. 
Layard, was a kind of ornament somewhat resembling 
the Highland philibeg, and wlxich was only worn by a 
certain class of soldiers.^ 

The fourth is a scene in which some singers and 
drummers are introduced, and of which also I have 
seen only a drawing, viz. in Mr. Layard's wbrk entitled 
' Discoveries in the Kuins of Nineveh and Babylon.' 
It is there described as representing " Assyrians 
cutting down the palm-trees belonging to a captured 
city." The drums are like those to which I have 
alluded (p. 64) as a third kind of Assyrian drUiA. 
It is worthy of notice that we find rhythmical sounds 
of the drum here employed apparently for the pur- 
pose of facilitating the execution of some menial 
labour. 

CHARACTERISTICS OF THE PERFORMANCES. 

I shall now state in a few words what may be 
adduced from a comparison of, the different repre- 



5 Nineveh and its Remains, by A. H. Layard, London, 1849, vol. 
ii. p. 336. 
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sentatious wliicli I have described, respecting the 
characteristics of the Assyrian musical performances. 
It. must be remembered that the monuments are not 
all of the same age. Thus the king on slab No. 9 is, 
according to our authorities on Assyrian history, 
Sennacherib, during whose reign, about 720 B.C., 
the bas-relief probably was made ; while the king on 
slab No. 4 is Ashur-bani-pal, the grandson of Sen- 
nateherib. Again, the sculptures derived from the 
mound of Nimroud are supposed to be several cen- 
turies older than those which are from Kouyunjik. 
If we possessed more ample information on Assyrian 
music than we do, it might have been of use for the 
history of music to arrange these stony records 
according to their age, as far as this is ascertain- 
able. With our present limited knowledge, however, 
nothing satisfactory could be gained by such au 
attempt. I shall therefore consider here the instru- 
ments only, without further reference to tbe time to 
which their existence can be traced in each indivi- 
dual instance. 

We have seen that the Assyrians employed in their 
musical performances stringed, wind, and pulsatile 
instruments in combination. Moreovei-, we find tbe 
stringed instruments greatly predominating, and any 
loud rhythmical instruments but sparingly employed. 
In this respect their music evidently differed from^ 
that of the ancient Egyptians, in whose bands various 
kinds of instruments of percussion are of frequent 
occurrence.. The Hebrews also used, besides loud 
trumpets, several noisy rhythmical instruments, even 
in religions ceremonies, which are seldom met with 
in the Assyrian bands. Their music must conse- 
quently have been pre-eminently soft and senti- 
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mental in character, like that of several Asiatic 
nations at the present time. Captain Yule relates 
that when the military hand of the English Emhassy 
to the Court of Ava was playing European music to 
the Burmese, " they listened with more curiosity than 
enjoyment ; the music was too loud for their taste. ""^ 
On the other hand, their own music, as well as that 
of the Siamese, is descrihed by most travellers as 
usually soft; and that it must be so, may be also 
concluded from the nature of their musical instru- 
ments, with the same certainty that the character of 
Assyrian music may be determined from the Assyrian 
instruments. 

The stringed instrument most frequently used by " 
the Assyrians was, it appears, the asor ; after this 
the harp and the lyre seem to have been the most 
common. It was the custom to use two or more instru- 
ments of the same kind, probably more for the pur- 
pose of insuring greater fulness and brilliancy of 
tone than for the sake of increased loudness. For 
the same reason we employ a number of violins 
together in unison in our orchestras, although the 
music executed may be quite piano. 

The Assyrians were obviously very fbnd of mu sic 
aud it was probably never wanting at their festivals 
and public entertainments. The power of music to 
increase the solemnity and grandeur of any public 
festivity - is, indeed, so great and so universally 
felt, that it. would have been extraordinary if the 
Assyrians had not, like other nations, made use of 
it on such occasions. Of the luxury and maguifi- 



6 A Narratiye of the Mission sent I to the Court of Ava, by Captain H. 
by the povernor'-General of, India I - Yule, London, 1858, p. 128. 
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cence displayed by them at festivals, we have some 
casual records in the Bible and Apocrypha. In the 
Book of Judith, for instance, it is related that, when 
the King Nabuchodonosor had conquered the King 
Arphaxad, he celebrated his victory in Nineveh, 
" and banqueted, both he and his army, an hundred 
and twenty days" (Judith i. 16). The employment 
of music at banquets and feastings was also cus- 
tomary among, the Hebrews, as, indeed, it was with • 
all ancient nations. Jesus, the son of Sirach, says : 
" A concert of musick in a banquet of wine is a signet 
of carbuncle set in gold. As a- signet of an emerald 
set ill a work of gold, so is the melody of musick 
with pleasant wine" (Ecclus. xxxii. 5, 6). And in 
praise of Josias he says that the remembrance of him 
is " sweet as honey in all mouths, and as musick at a 
banquet of wine." (Ecclus. xlix. 1). 

Isaiah alludes to the fondness of the Babylonians 
for music, when exclaiming, " Thy pomp is brought 
down to the grave, and the noise of thy viols : the 
worm is spread under thee, and the worms cover 
thee' (Isaiah xvi. 11). And from a passage in 
Daniel it would appear that in Babylon hymns 
in praise of the gods were sung at the royal ban- 
quets. (Dan. V. 4, 23.) 

Moreover, there can scarcely be a doubt that the 
Assyrians had also their funeral songs and lamenta- 
tions, either entirely vocal, or perhaps with the 
accompaniment of flutes. The introduction of music 
by the Hebrews at funerals and on occasions of 
mourning is often mentioned in the Bible. King 
David himself composed a dirge upon the death of 
Saul and Jonathan (2 Sam. i. 17). From a sentence 
in St. Matthew ix. 23, — "And when Jesus came into 
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the ruler's house, and saw the minstrels and the 
people making a noise, he said unto them, Give 
place : for the maid is not dead but sleepeth," — it 
would appear that it was a Jewish custom to intro^ 
duce music on such occasions. Forkel mentions that, 
according to Maimonides, even the poorest Hebrew 
husband was expected to engage at the funeral of his 
wife at least two flute-players, and a hired female 
mourner.'' 

It would seem from the beautiful Psalm cxxxvii., . 
that the Babylonians must have found pleasure in 
listening to the music of the Jews : — 

" By the rivers of Babylon, there we sat down ; 
yea, we wept when we remembered Zion. 

"We hanged our harps upon the willows in the 
midst thereof, 

" For there they that carried us away captive 
required of us a song ; and they that wasted us re- 
quired of us mirth, saying, Sing us one of the songs 
of Zion. 

" How shall we sing the Lord's song in a strange 
land?" 

Bedford, in his ' Temple Musick,' suggests that 
" the service in the Temple at Jerusalem was regular 
and orderly, without confusion and disturbance, and 
where every one knew his part without interrupting 
another; and this made the Babylonians so very 
desirous to hear the same, that, when they had led 
the Children of Israel captive, they required of them 
a song, and melody in their heaviness, saying. Sing 
us one of the songs of Zion." It is, however, more 



7 Forkel's Geschichte der Musik, I 8 The Temple Musick, by Arthur 
vol. i. p. 127. I Bedford, London, 1706, p. 37. 
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probable that they considered their own music quite 
as good, if not superior to that of the Hebrews ; and 
their principal motive for inducing their captives to 
sing, and for encouraging the continual practice of 
music, was undoubtedly, as indicated in the psalm, 
to preserve them in a cheerful and healthy condition 
through the mighty influence of music, of which 
influence the Babylonians themselves were fully con- 
vinced. 

Music was especially used bj' the Assyrians and 
Babylonians in their idol-worship, and in supersti- 
tious ceremonies of a rehgious character.. This is 
obvious from the sculptures, but is also to some 
extent confirmed by the mode of worship paid by 
command of , king Nebuchadnezzar to the golden 
image, which is supposed to have been Baal :^ 

"Then an herald cried aloud. To you it is com- 
manded, people, nations, and languages, that at 
what time ye hear the sound of the cornet,' flute, 
harp, sackbut, psaltery, dulcimer, and all kinds of 
rausick, ye fall down and worship the golden images 
that Nebuchadnezzar the king hath set up." (Dan. 
iii. 4, 6.) . • ; 

The kings appear to have maintained, at their 
courts musical bands,. whose office it was to perform 
secular music at certain times of the day, or on fixed 
occasions. Of king Darius the Mede we are tbld 
that, when he had cast Daniel into the den of lions, 
he " went to his palace, and passed the night 
fasting ; neither were instruments of musick brought 
before him" (Dan. vi. 18); from which we may 
conclude that his band was in the habit of playing 
before him in the evening. 

A similar custom prevailed also at the Court of 
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Jerusalem, at least in the time of David and Solomon ; 
both of whom appear to have had their royal private 
bands, besides a large number of singers and in- 
strumental performers of sacred music, who were 
engaged in the Temple. When David, in gratitude 
for services received from Barzillai the Gileadite, 
invited the old man to go with him to Jerusalem, 
and to abide there in comfort at the King's expense, 
Barzillai replied, " I am this day fourscore years' old, 
and can I discern between good and evil ? can thy 
servant taste what I eat or what I drink ? can I 
hear any more the voice of singing men and singing 
women? wherefore then should thy servant be yet 
a burden unto my lord, the king ?" (2 Sam. xix. 35.) 
Taking into consideration the circumstances under 
which this was said, there can scarcely be a doubt 
that Barzillai here alludes to the royal band ; nor is 
it surprising that David, with his fondness for. music, 
should have enjoyed musical performances in his 
palace of a different character from those introduced 
into divine service. 

Solomon himself mentions his private orchestra in 
his reflections on the vanity of worldly pleasures and 
luxuries : — " I gat me men singers and women 
singers, and the delights of the sons of men, as 
musical instruments, and that of all sorts." (Eccles. 
ii. 8.) 

Great as the fondness of the Assyrians for music 
appears to have been, the practice of this art as a 
profession can scarcely have been held by them in 
high estimation, but was more likely considered as 
unmanly and effeminate, to judge from the represen- 
tations of musical performances, in which many of 
the musicians are eunuchs. These personages un- 
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<loubtedly were singers as well as instrumentalists; 
this may be concluded from their attitude, and from 
the nature of their instruments, which in some in- 
stances could scarcely have been used otherwise than 
for accompanying the singing. Their sovraiio voices 
mtlst liave imparts a peiauliar brilliancy to their 
performances. Aiid it may be supposed that some 
of them greatly excelled and attained renown and 
riches. 

RHYTHM, HARMONY, AND UNISON. 

The questions which, in contemplating the Assyrian 
vocal performances with instrumental accompani- 
ment, would, most likely, fii-^t suggest themselves to 
the musician, are — " How were the songs constituted, 
and was the accompaniment in harmony or in uni- 
son?" On these I shall now submit a few, obser- 
vations. 

In nations which have not brought the cultivation 
of music to so high a degree of development as it has 
attained with us, it may be observed that in vocal 
compositions the words are often treated as of 
greater importance than the nmsic, and the latter 
appears to be subservient to the former. The songs, 
therefore, partake more of the nature of recitative: 
they cannot be properly divided into bars, because 
the rhythm is entirely dictated by the accentuation 
and emphasis demanded by the words. This is usually 
the case with the vocal music of uncivilized nations, 
although some of them, naturally gifted with an 
extraordinary susceptibility for rhytlimical order, 
. have been almost instinctively led to the invention 
of symmetrically-formed melodies of the nature of 
our airs or tunes. 
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On the other hand, among nations with whom 
music has been highly developed as an art, we not 
unfrequently find the words entirely subordinate, in 
order that the form of the vocal composition may be 
worked out freely and unimpeded. In proof I need 
only mention our fagues and similar compositions, 
written in a strictly prescribed form, in which the 
words are generally distorted in a most merciless 
way. In our operas, especially in those of Italian 
composers, the words often stand only for so many 
unmeaning syllables upon which the notes are sung ; 
and even the prevailing emotion conveyed by the 
words is not always expressed in the music. 

G-luck, the great musical reformer, fully appre- 
ciated the advantage of regarding poetry in combina- 
tion with music, as of nearly equal importance ; and 
thus he treated the words in his immortal operas. 
Other distinguished musicians have adopted his views, 
and created master-works. Some recent composers, 
however, under the notion of extending and im- 
proving Gluck's principle, have, for the sake of the 
words, injudiciously neglected the distinctness and 
beauty of form of the music. Their compositions 
are indeed, so far as rhythmical construction is con- 
cerned, not very different from the music of uncivi- 
lized nations — consisting merely of various phrases, 
each perhaps beautiful in itself, but not forming 
together an entire whole, or, in other words, not con- 
stituting a work of art producing a distinct total 
impression. 

In Asiatic nations, especially, the songs are gene- 
rally of a nature which renders it almost impossible 
to write them down divided into bars of equal dura- 
tion. It is true that in some of the collections of 
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national airs this is by no means evident. A little 
closer investigation, however, would show that the 
tunes have been not uiifrequently altered by the 
European collectors, in order to bring them into 
conformity with our usual divisions into bars. 
Hamilton Bird, who had lived for about twenty 
years in Calcutta when he pubhshed his collection of 
the 'Airs of Hindostan,' candidly states in his pre- 
face, " It has cost the compiler great pains to bring 
them into any form as to time." Similar accounts 
could be given relating to other oriental countries ; 
but -it will, perhaps, better answer our purpose if I 
insert instead a few specimens of vocal compositions 
of the nature alluded to : — 



CHORUS OF THE MEWLEWI DERVISHES. 
Maestoso. 
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Hei Jar ! Hei, Dost ! Dscha-ni men Dsoha 
Maestoso. 
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CHORUSES OF DERVISHES. 

pill inosso. 



Ill 
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Hei Jar ! 
Maestoso. 



Uei Dost! Dscha-ni men Dscha- 
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Hei Dost ! Dscha-ui men Dscha-ua - ni men ! 



CHORUS OF THE MEWLEWI DERVISHES, 
Lento. 
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Jet mi 
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Be - li Ja 
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mat 



11 



pitt mosso. 



;&i 



I 
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men ! Nei Ha - dis si Ea hi piir chun 



Lento. 
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zi=t^ 



Be - li Ja - 



The above two choruses of the Mewlewi Dervishes 
are taken from the Abbe Stadler's reUable collection. 
They form part of those choruses which are usually 
performed at the religious dances of the above sect 
of dervishes in Constantinople. It will be observed 
that, in order to convey a correct impression of their 
rhythmical character, several peculiar means have 
been resorted to in committing the music to paper, — 
such as the frequent employment of pauses, of dif- 
ferent kinds of bars, and of indications of change in 
the time. 

In the second chorus, in which a certain phrase is 
several times repeated, and which greatly resembles 
a kind of chant used in the Jewish synagogues in 
Germany, it has been found necessary in several 
instances to extend the duration of the last note of 
the bar into the following bar, to avoid in the nota- 
tion a continual change in the time of the several 
bars. 
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The following piece is the Mahomedan 'Call to 
Prayer ' of the Muezzin, from the minaret of the 
mosque, as given in Mr. Lane's ' Manners and Cus- 
toms of the Modern Egyptians :' — 



CALL TO PRAYER OP THE MUEZZIN. 
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The ' Blessing of the Priests,' as at present sung 
in the synagogues of the Spanish and Portuguese 
Jews, is beUeved to be identical with that used some 
thousand years ago in the Temple of Jerusalem. If 
this be really the case, undoubtedly it must have 
undergone considerable change in the course of time. 
Nevertheless, it bears unmistakeable resemblance to 
Oriental vocal compositions, as is also the case with 
several other ancient melodies in the collection of 
Jewish sacred tunes published by De Sola and Aguilar, 
. — from which it has been derived : — 
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HEBREW ' BLESSING OF THE PRIESTS.' 



i 



Adagio maestosa. 










Ye ba 



i 



re - che - oha 



m^^^m^^Mf. 



The specimens of ancient melodies in Sulzer's 
' Schir Zion,' which are used iu the synagogues of 
the German Jews, are of a similar character. More- 
over, the resemblance of the mode of singing, or 
rather chanting, in the synagogues, to the vocal 
performances of the Persians and other Eastern 
nations is unmistakeahle, and shows, to some extent, 
how tenaciously the Jews have preserved ancient 
usages connected with their religious observances. 
That the singing of the ancient Hebrews, as well as 
that of the Greeks and other nations of antiquity, 
was of a similar nature, is the impression conveyed 
by the accounts of their music which have been trans- 
mitted to us. 

Such, especially, must have been the songs of the 
Assyrian minstrels, whom we see entertaining the 
monarch probably with recitals of historical events 
and the glorious deeds of his forefathers, or of his 
own achievements ; particularly as these recitals were, 
most likely, often extempore performances, like those 
which are sung at the present time on similar occa- 
sions .1^ chivalrous nations of- the East. 

I 2 
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For certain solemnities they may probably have 
had more measured melodies, consisting mostly of 
notes of an equal duration, like those which the 
Chinese and some other Asiatic nations use in their 
Buddhist worship. The vocal performances of the 
ancient Hebrews appear also to have been sometimes 
less chant-like, and more resembling a tune ; we may 
suppose that they were modified according to the 
occasion on which the music was employed, as well 
as to the particular metre of the poetry to which it 
was wedded. 

Kespecting the instrumental accompaniment em- 
ployed by the Assyrians, it may be concluded that it 
was certainly not always in unison with the voice, 
but frequently in harmony. To judge from the con- 
struction of the instruments, the harmony must, how- 
ever, have been very primitive in comparison with 
our own. 

Harmony is not so artificial an invention as has 
often been asserted. The susceptibility for it is innate 
in man, and soon becomes manifest wherever music 
has been developed to any extent. Children of the 
tenderest age have been known to evince delight in 
hearing thirds and other consonant intervals struck 
on the pianoforte ; and it is a well-ascertained fact 
that with several savage nations the occasional em- 
ployment of similar intervals combined did not origin- 
ate from an acquaintance with European music, but 
was entirely their own invention. Nor is this sur- 
prising, if we consider that each single tone of a 
melody may be said to contain a harmony in itself, a 
harmony produced by the soft derivative tones or 
harmonics which are generated with the predominant 
tone. 
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If travellers not unfrequently assert that they have 
not observed any traces of harmony in the music of a 
nation, it must be remembered how few favourable 
opportunities they generally have for exact inves- 
tigations. Moreover, they must naturally oftener 
meet with opportunities of witnessing vocal perform- 
ances without instrumental accompaniments, such as 
simple national songs, or dance-tunes played upon 
a single instrument only, and accompanied perhaps 
by instruments of percussion for the purpose of rhyth- 
mical effects. And from what they thus casually 
witnessed, many have come to too hasty a conclusion 
on the characteristics of the music of a whole nation. 

Besides, some may, in their inquiries, have been 
influenced by the preconceived notion that the music 
of nations in a low state of cultivation must be 
entirely without harmony. This opinion, originally 
promulgated by most of our writers on the history 
of music, who evidently were but little acquainted 
with the music of any other nations at present 
existing, but those of some European countries, 
has been, naturally enough, widely accepted, and 
repeated without any farther investigation into its 
truth. 

The music of Asiatic nations especially is usually 
described as being exclusively in unison. It is, how- 
ever, noteworthy that, in some of the accounts iu 
which this opinion is expressed, facts are related 
which rather tend to prove the contrary. Amiot, for 
instance, in the ' Memoires concernant les Chinois,' 
states that the performances of the Chinese are always 
in unison, while in the course of his dissertation it 
becomes evident that his statement must be received 
with caution. And this impression is strongly con- 
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firmed by the information obtained from some other 
sources. Tradescant Lay says of the Chinese pepa, a 
species of guitar with four strings, " It is often used 
at festal rites of a reUgious character, and accom- 
panied by the three-stringed guitar , {san keen) ; so 
that we see something Hke music in parts, though of 
a very humble kind." Of the latter instrument he 
observes, " The sounds of the san keen are low and 
dull, which adapt it for the purpose of subduing the 
shrill sounds of the pepa by something like a bass. 
Performers do not appear to have anything like a 
score, — one plays from memory or in learning from 
notes, while the other accompanies him according to 
the best ideas of harmony he is master of." Of an- 
other instrument, the yue kin, or full -moon guitar," 
he says, " I once saw a musician at one of the stroll- 
ing theatres who displayed a great deal of execution 
upon it, with very pleasing effect. On another occa- 
sion it was used as an accompaniment to the urh keen 
(a species of fiddle), and as the musician understood 
his business, the result had something peculiarly 
merry and exhilarating about it." The Chinese dul- 
cimer, yang hin, is furnished with brass strings, 
which are struck with two small hammers. " When 
touched by a skilful hand, it yields a very gay and 
lively combination of harmonious and melodious 
sounds."® 

A Hindoo morning concert, in which the surinda 
a stringed instrument played with a bow ; the chou- 
tara, a kind of guitar with four wire strings ; the 
surod, also a kind of guitar, but very different from 



9 The Chinese as They Are, by Tradescant Lay, Esq., London, 
1841, pp. 76-83. 
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the preceding one in appearance ; and the dara, a 
kind of tamhourine, were used, i^ described by Mr. 
Prinsep as follows : — " The surod is the leading in- 
strument, and is sounded with a plectrum, like other 
native guitars. The surinda plays in unison with it, 
while the choutara forms a kind of bass accompani- 
ment, or rather performs the same office as the drone 
among wind instruments. The men's voices occa- 
sionally chime iii with the air, and again leave room 
for some ad libitum movements of the chief per- 
former, who exerts all his energy in rapid impas- 
sioned execution."^ 

Even the bagpipe with its drones, an instrument 
almost universal, not only in European but also in 
Asiatic countries, produces a kind of rude harmony, 
and is unfit for performances in unison. The same 
may be said of several other wind instruments 
found in Asia. Of the Chinese clieng, already no- 
ticed (pstge 18) Mr. Lay observes, " By covering the 
first set of tubes with the forefinger, and breathing 
softly into the mouth-piece, a most charming con- 
centus of sweet sounds is heard, with the harmonic 
divisions of the octave and twelfth, as the impulse is 
augmented. By stopping the second and third groups 
respectively, we get harmonies of three and two 
sounds which are loud and effective."^ 

The Assyrians were evidently much more civi- 
lized, and had made greater progress in music, than 
many nations of the present time which are no 
entirely unacquainted with harmony. The construc- 
tion of their stringed instruments, especially the 



1 Benares, illustrated in a 
series of Drawings, by James 
Prinsep, Esq. Calcutta, 1830. 



2 The Chinese as They Are, by 
Tradescant Lay, London, 1841, 
p. 89. 
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harps, the strings of which they touch with both 
hands at the same rpoment at different parts, as well 
as the use of the double-pipe, indicate that they pro- 
duced together different notes which appeared to 
them agreeable in concord. Herein consisted, how- 
ever, probably, their entire harmony. For a sys- 
tematic combination of a fixed number of different 
parts, each having its own individual course and 
forming a melody by itself, their instruments were 
too incomplete. 

Neither could we expect to find among them a 
harmony Subjected to the same rules as our own, even 
if they had been considerably further advanced in 
music than was the case. For our own theory of 
harmony is by no means so strictly founded upon 
natural and universal laws, that any other nation 
must by a progressive cultivation of music, be ulti- 
mately led to its, adoption as a matter of course. It 
is, in fact, continually undergoing changes. Scarcely 
three centuries have elapsed since Monteverde ven- 
tured to introduce, for the first time, the chord of the 
seventh on the dominant ^vitho^lt preparation into our 
harmony, which previously consisted pnly of con- 
sonant chords, interspersed occasionally with a discord 
of suspension. The harmony in some of our old 
madrigals and similar compositions appears to us 
antiquated and quaint. Modern composers have, 
not unfrequently with admirable effect, made use of 
combinations of chords which until decently were 
considered as incorrect and quite inadmissible. In- 
stances of this kind occur in Beethoven'^ instrumental 
compositions. 

I have already noticed the remarkable resemblance 
of the Nubian kissar to the Assyrian lyre. I shall 
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presently give a few examples of the usual accompa- 
niments on the kissar, from which it will be seen 
that they consist of certain rhythmical groups of 
notes, which are repeated during the song. The 
Assyrian accompaniments ou the lyre must have 
been similar ; not only on account of the likeness in 
the construction and capability of the two instru- 
ments, but also because such accompaniments are the 
easiest to execute, and would most naturally suggest 
themselves to the performer; and also because they 
ai'e similar to some accompaniments which "are em- 
ployed by Asiatic nations on stringed instruments at 
the present day. 

Vocal music in harmony requires more musical 
experience and efficiency than simple instrumental 
harmony used as an accompaniment. The execution 
of the Assyrian choruses was therefore most likely 
usually in unison, and in octaves, when men, women, 
and children were singing together ; though it is not 
improbable that some harmony, consisting of short 
sequences of thirds, or perhaps even of some con- 
secutive fifths, may have been now and then intro- 
duced. 

Such combinations of intervals have actually been 
found in use in several uncivilized nations when 
Europeans first came in contact with them, — nations 
whose degree of inusical cultivation was far below 
that to which the Assyrians had evidently attained. 
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CHAPTEE IV. 

MUSICAL SYSTEM OP THE ASSYRIANS. 

Resemblance of the Assyrian music to that of other ancient Oriental 
nations — The pentatonio scal& — The present existence of the penta- 
tonic scale in various Asiatic nations evidenced by tunes from 
China, Siam, Java, Hindoostan, Burmah, and Japan — High 
antiquity of the pentatonio scale in Asia — ^The order of intervals 
in which the Assyrian stringed instruments appear to have been 
usually tuned — Traces of the pentatonio scale among the ancient 
Greeks — The intervals of the Nubian kissar — Subdivisions of the 
whole tone — Difiusion of the pentatonio scale — The pentatonio 
scale of the ancient American Indians — Traces of the same scale 
in the music of the Scotch and other Celtic races — The peculiar 
character of the Assyrian music — The probable musical notation ■ 
of the Assyrians. 

A CAREFUL examination of the evidences relating to 
Assyrian music, which I have been able to collect, 
has convinced me that their musical scale must have 
been similar to that of other ancient Asiatic nations, 
and, furthermore, that traces of this scale, which 
differs from our own, are even at the present time 
apparent. 

I purpose now to explain first the characteristics 
which distinguish this scale from the diatonic scale 
employed in European music ; and afterwards to 
give the reasons from which I deduce that it was 
used by the Assyrians and other ancient Asiatic 
nations. 

The reader may be assured that I have exercised 
the utmost caution in admitting in confirmation of 
any opinion only those musical examples whose 
genuineness is indisputable. The musician has there- 
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fore an opportunity of drawing his owu conclusions 
from them, should he not concur in those advanced 
by me. I think this especially desirable, since an 
independent and unbiassed examination is the surest 
means of attaining the exact truth, which is my only 
aim. 

It would be a mistake to suppose that the music of 
the various ancient Asiatic nations was in every 
respect alike. This is as little the case at the present 
time as it was formerly, although from the accounts 
of many travellers we might be led to surmise the 
contrary. The actual fact may best be explained by 
a reference to our own music as practised in different 
European countries. The musician seldom finds any 
difficulty in distinguishing compositions of Italian 
masters from those of the French, Germans, and 
others. In the popular folks-music, generally origin- 
ating with and traditionally preserved by the rural 
population, the peculiar character of the national 
music of a civilized country is usually more strongly 
marked than in the compositions of educated pro- 
fessional musicians ; because the musicians do not 
confine their studies to the music of their own 
country, but learn also from celebrated masters of 
other countries. The character of their music is 
consequently often influenced and modified by what 
they admire in, and perhaps involuntarily adopt 
from foreign music. Thus it may be explained why, 
for instance, the Swedish, German, and Hungarian 
national tunes are more widely different from each 
other than the works of modern celebrated composers 
appertaining to Sweden, Germany, and Hungary. 

Notwithstanding these differences, the music of 
most European nations possess certain distinct cha- 
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racteristics iu common, which stamp it with a kind 
of family likeness. The principal features consist iu 
the circumstance that it is almost always founded 
upon the diatonic scale, and exhibits a symmetrical 
arrangement of rhythmical notes. 

THE PENTATONIC SCALE. 

If an intelligent Chinese or Hindoo musician, on a 
cursory visit to Europe,, were to hear the music of 
different European countries, he would in all pro- 
bability only observe those peculiarities which apper- 
tain to all European music, and which distiuguisli 
it from that of his own nation; and it might take 
some time before he would be enabled to perceive 
the differences which exist in the music of various 
countries. 

It is therefore not surprising that many European 
travellers should have described the music of severa,l 
Asiatic countries as the same ; since in Asiatic music 
are to be found certain characteristic traits which 
convey to it what I have called a family likeness. 
The most remarkable of these is that the melodies 
are frequently founded upon a scale differing essen- 
tially from our own, and consisting of only five 
tones, wherefore I have given it the name of Penta- 
tonic Scale. 
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In order to show exactly the nature of the pen- 
tatonic scale, I have also written down our diatonic 
scale, which, it will be remembered, consists of five 
whole tones and two semitones. The two semitones 
are from the third to the fourth, and from the seventh 
to the octave, as indicated in the example by brackets. 
This scale, which appears here in o major, consists 
therefore of only seven different intervals, — the octave, 
which is considered as identical with the prime, has 
been added merely to show the second semitone before 
mentioned. The above example exhibits the five in- 
tervals of the pentatonic scale, assuming c to be the 
tonic. It differs from the diatonic scale inasmuch as 
the intervals of the fourth and seventh are wanting. 
Consequently the two diatonic semitones do not 
occur: we have instead two minor thirds, as will be 
seen in the example, in which the pentatonic scale is 
represented ascending to the octave and descending 
to the prime. 

In the communications of travellers, relating to 
musical performances, inadvertent indications are now 
and then met with that the pentatonic scale is in use 
at the present time in various parts of Asia. Some 
travellers describe it so distinctly as not to be mis- 
taken, whilie others allude merely to some peculiarity 
in the music which appeared to them a defective 
scale. The following extracts from some well-known 
books of travel may serve as instances in proof. 

Mr. Tradescant Lay, in describing the Chinese 
stringed instrument called pepa, observes, " The player 
generally avoids the half-note. I asked my instructor 
why he did this, but the question confounded him 
greatly."^ Again, Sir George Staunton says that " to 



1 The Chinese as They Are, by Tradescant Lay, London, 1841, p. 77. 
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Mr. Huttner, a good judge of music, it appeared that 
the Chinese gamut was such as Europeans would 
call imperfect, their keys being inconsistent." A 
little further on the same author distinctly tells us, 
" The Chinese, in playing on instruments, discovered 
no knowledge of semitones."^ 

The pentatonic scale of the Siamese is described, 
rather obscurely, in Finlayson's ' Journal ' as follows : 
— " My friend Captain Dangerfield, himself an adept 
in musical science, remarks that the music of the 
Siamese differs from that of all barbarous tribes in 
being played upon a different key to that, if I under- 
stand him right, which characterizes the pathetic 
music of certain European nations."^ Doctor Kusch- 
enberger relates that he heard a Siamese minstrel 
performing an air, " which might have been mistaken 
for Scotch, had we not been assured that it was 
Siamese."* Barrow, while in Cochin China, heard 
on a certain occasion some national airs of that 
country, of which he remarks, " One in particular 
attracted our attention, whose slow melancholy move- 
ment breathed that kind of plaintive softness so pecu- 
liar to the native airs of the Scotch, to which, indeed, 
it bore a very close resemblance. "° Again, the 
Honourable Mountstuart Elphinstone mentions that 
in Afghanistan he witnessed performances of the 
national songs and dances of that countrj', when " a 



2 An Authentic Account of an 
Embassy from the King of Great 
Britain to the Emperor of China, 
by Sir G. Staunton, Bart., 
London, 1797, vol. ii. p. 262. 

3 The Mission to Siam and 
Cochin-China, from the Journal 
of the late George Pinlayson, 



Esq., by Sir Th. Stamford 
RafSes, London, 1826, p. 290. 

^ Narrative of a Voyage 
Round the World, by W. S. W. 
Ruschenberger, M.D., vol. ii. 37. 

5 A Voyage to Cochin-China, 
by John Barrow, London, 1806, 
p. 295. 
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love-song was sung to an extremely pretty melody, 
very simple, and not unlike a Scottish air."^ 

One other testimony will sufl&ce. It is from a 
recent traveller in the north of China, whose state- 
ments are perhaps all the more suggestive because he 
shows himself incompetent duly to appreciate the- 
works of great musical composers. He says, " None 
of those grand conceptions bestowed on the world by 
Mozart, Mendelssohn, Donizetti, Hummel, Handel, 
or Beethoven, to nearly all of whose masterpieces- 
I have lent my enraptured attention, ever produced 
in me such unspeakable emotions of tenderness and 
plaintive melancholy, as those which arose as I sat 
one midnight long ago on the banks of a Highland 
loch during the fishing season, when all nature seemed 
to be lulled to rest under the burnished silvery light- 
of a summer moon." In this lovely place his musings 
were suddenly interrupted by a Scotch tune, ' Mack- 
rimmon' Lament,' played on a bagpipe by one of 
the fishermen in a distant boat. " Though before 
and since those happy days I have been dinned,, 
delighted, and distracted by pibrochs, strathspeys, 
and all the variations which can be appended to the 
entire catalogue of Celtic music, the air which threw 
me into an almost cataleptic state on that night, 
remains preserved in my memory in all its original 
simplicity and unalldyed genuineness of half-civilized 
natural impression, as told in pure pathos by a few 
notes on a simple instrument. Mackrimmon's Lament, 
' We return no more,' continually interposes between 
my judgment and the favourable verdict I jnight 



6 An Account of the Kingdom I stuart Elphinstone, London, 
of Caubul, by the Hon. Mount- I 1839, vol. i. p. 311. 
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give in regard to any modern symphony or elaborate 
production of a civilized and cultivated mind." Could 
we have stronger evidence of a close resemblance 
between Chinese and Scotch popular melodies than 
the assertion of this enthusiastic admirer of 'Mack- 
rimmon's Lament ' that he has met with it again, to 
his great surprise, at a Chinese funeral procession? 
He relates: "For many years I had not heard again 
tny melancholy favourite, and little expected to do so 
until I revisited ' the land of brown heath and shaggy 
wood;' when, one spring afternoon, riding along the 
banks of the Peiho above Tien-tsin, the old sound 
suddenly overwhelmed me ; and, though the notes I 
iinxiously sought to catch were not exactly the same, 
iind did not succeed each other in quite the identical 
rhythmical order, yet the resemblance was sufficiently 
startling and complete to accomplish the return of 
-the spell.'"' 

This resemblance to the songs of Scotland, which 
we find so often alluded to, is quite inexplicable, as 
there are also in these unmistakeable traces of the 
pentatonic scale. I shall afterwards have to say a 
few words on this subject, which I touch upon here 
only for the sake of explaining the remarks of the 
traveller I have quoted. 

Similar accounts are not unfrequenfcly met with 
in descriptions of Asiatic countries and their in- 
habitants. In order to ascertain how far they are 
well founded, I collected and compared as many 
.authentic melodies of those countries as I could 
obtain. I shall now transcribe a few examples from 



7 Travels on Horseback in Mantchu Tartary, by G. F. Fleming. 
London, 1863. 



Chap. IV. 



CHINESE AIES. 



129 



my collection to show that the impressions of the tra- 
vellers cited are confirmed by the music itself, which 
has been transmitted to Europe through different 
channels. 



CHINESE AIR. 
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CHINESE AIR— 'Moo-lee- WHA.' 
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The first Chinese air is taken from Du Halde's 
well-known work on China.* It was afterwards re- 
printed in Rousseau's ' Dictionnaire de Musique,' 
through which it has become more known to the 



8 Description de I'Empire de la Chine, par le P. J. U. Du Halde. 
A la Haye, 1736. 
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musical world. However, by some oversight, a wrong- 
note has crept into the copy printed by Eousseau, 
viz., in the third bar the interval of the seventh, 
/, occurs. This circumstance has given rise to some 
curious conjectures among learned musicians. Dr. 
Buruey observes "/ natural comes in so awkwardly 
as to raise a suspicion that it has been inserted by a 
mistake of the engraver."^ Dr. Fink, the late editor 
of the Leipzig musical journal called 'Allgemeine 
musikalische Zeitung,' instead of referring to Du 
Halde's work, where he might have convinced him- 
self that Burney has conjectured rightly, takes some 
pains to prove that the introduction of the seventh in 
the bar where it occurs must be quite in accordance 
with the rules of modulation in Chinese music ; and 
he is rather bitter against Burney for having sug- 
gested the probability of a misprint, where he himself 
finds just exactly what he would have expected to 
find.^ I mention this as an instance how learned 
musicians, when defending a certain theory of their 
own, are sometimes apt to endorse statements in con- 
firmation thereof, which, with less prejudice, they 
would see were quite erroneous. 

The Chinese air in praise of the flower Moo-lee I 
have transcribed from Barrow's ' Travels in China,' a 
work in which several other Chinese melodies are 
given, all of which are characterized by the penta- 
tonic scale. 

The following song, called Sian Chok, has recently 
been published in an interesting article on the musical 
notation of the Chinese, by the Rev. E. W. Syle, in 



" Burney's History of Music, 
vol. i. p. 31. 
1 Erste Wanderung der sel- 
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the Journal of the Chiua Branch of the Koyal 
Asiatic Society, Shanghai, 1859. I uisert it here to 
show that the specimens of Chinese music collected 
by different persons, and in different parts of the 
empire, all bear the same characteristics, as far as the 
scale is concerned. 
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A number of Siamese tunes, transmitted to Europe 
by Captain James Low, of the Madras Army, have 
been published in the ' Journal of the Eoyal Asiatic 
Society,' vol. iv., London, 1837. From these I have 
selected the following two specimens, to give the 
reader an idea of the character of Siamese music : — 
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THE KING OF SIAM'S MARCH, 'Phritadun.' 
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The King of Siam's March, it will be seen, consists 
of only four different intervals; but it is evidently 
founded upon the pentatonic scale, like all the other 
Siamese melodies in the collection of Captain Low. 

In Java, which derived its earliest civilization from 
India,** we meet with the same scale, as may be seen 
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in Sir Stamford Kaffles' 'History of Java,' where 
some Javanese tunes are given, of wliicli the following 
is a specimen : — 

JAVANESE AIR— 'SuBONG Uayung.' 
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A number of Javanese melodies, all, like the above, 
strictly founded upon the pentatonic scale, have been 
published iu Crawfurd's 'History of the Indian 
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Archipelago.' In this book we find also a letter 
from Dr. Crotch, referring to a collection of Javanese 
musical instruments brought to England by Sir 
Stamford Kaflfles, in which the writer says, " The 
instruments are all in the same kind of scale as that 
produced by the black keys of the pianoforte." These 
instruments are now deposited in the British Museum,, 
where I have had an opportunity of convincing 
myself that they are, as Dr. Crotch intimates, tuned 
in the peutatonic scale, which is, in fact, the order of 
intervals represented by the black keys on our piano- 
forte. 

With respect to the music of Hindoostan, I must 
observe that the largest collections of native melodies 
which we at present possess have been derived from 
Calcutta and its immediate neighbourhood. They 
were written down by European musicians who lived 
in that city as organists and professors of music. I 
must say that I have found scarcely any traces of 
the peutatonic scale in these collections. In some 
instances the cause may perhaps be ascribed to the 
circumstance that the collectors considered anything 
which appeared defective to the unaccustomed Euro- 
pean ear as accidental mistakes of the performers, 
and they may, therefore, have taken the liberty of 
making alterations which they deemed improvements 
when committing the music to paper. Some of them, 
indeed, indicate this clearly enough in their observa- 
tions prefacing the collections. 

It is also very probable that now and then altera- 
tions may have been introduced unintentionally. 
Tradesoant Lay remarks, " In my travels I sometimes 
wrote down the airs that I heard among the natives ; 
but though I took much pains to learn them accu- 
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rately, I always found they had lost something of their 
peculiarity when played upon the violin."^ 

M. Villoteau, the French musician hefore-mentioned, 
relates that during his sojourn in Cairo he took some 
lessons from an Avah music-master, in order to become 
thoroughly acquainted with the musical system of the 
Arabs. While writing down certain melodies which 
his teacher sang, they appeared to him now and then 
out of tune, and he therefore took care to rectify in 
the notation the apparent defects. However, after- 
wards, when he sang to his teacher what he had 
written down, he was told that he was singing wrong 
notes. This led to a dispute between the two musicians, 
each maintaining that the ear of the other must be at 
fault. Thus they went on until at last it struck M. 
Villoteau that the intervals of the Arabic scale must 
be different from those of our own, and that therefore 
they appeared wrong to him; and he found this to be 
the case. A less intelligent musician, perhaps, would 
not have discovered this, and would consequently in 
his notation have entirely obliterated the character- 
istics of the music. It is therefore always hazardous 
to draw conclusions from examples obtained through 
one or two channels only. 

There can, however, be no doubt, as will be seen 
presently, that our diatonic scale is at the present 
time found in some parts of Asia, especially where the 
people have come more in contact with Europeans. 

NATIONAL AIR FROM CHUMBA. 

Moderato. 
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3 The Chinese as They Are, by Gj. Tradescant Lay, London, 1811, p. 81. 
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The above air, from Cliumba iu the northern part 
of Hindoostau, is taken from Vigne's Travels.* It- is 
strictly pentatonic. But I ought to mention that in 
some other tunes communicated by the same traveller, 
also from the north of Hindoostan, the pentatonic 
scale is only partially apparent. Nevertheless, there 
can be no doubt that this scale is used in Hin- 
doostan at the present time, although perhaps not 
so universally as formerly. Sir William Ouseley hints 
at this fact by observing, "Many of the Hindoo 
melodies (to use the words of an excellent musician) 
possess the plaintive simplicity of the Scotch and 
Irish."^ 

Au interesting collection of Burmese melodies was 
some years ago presented to the Eoyal Asiatic Society 
in London by Mr. Fowle, who resided for many years 
in Eangoon. It contains thirty different pieces, 
which, according to Mr. Powle, include all the 
principal popular tunes of the Burmese : most of 
them are of considerable length. I shall therefore 
transcribe only the commencement of the first of 
them : — 



* Travels in Kashmir, Ladak, 
Iskardo, the Countries adjoin- 
ing the Mountain-Course of the 
Indus, and the Himalaya North 



of the Panjab, by G. T. Vigne, 
London, 1842. 

5 Sir W. Ouseley's Oriental 
Collections. London, 1797. 
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Modcrain.. 



AIE FROM BURMAH. 



=P=5=PC 



fe^siig 



-W—-»- 



i 



T « f 



=p=p — r — p; 



4 h I 



it^zzci 



if=:=± 



^^^m 



=P=Ht 



l^a^ ^p^g ^g 



-m- 



3=zJ=.=:t; 



i 



it^ 



q=:1t 



Hi! 



-*— • 



i 



-T — I — I I 1 •ii^ - 

_I — ^—0 . 






iS 



i 



*=p= 



ZEj— :;-j 



LtS^ 



ii=i^t=:=t 



^=i^E; 



rallentando. 



,^ a tempo. fmmi 



i^-^-- 



i§3=^^E|^^-fe^E 



-• — ^ 



-J 1—4 






Andante. 
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It will be seen that the interval of the seventh 
occurs several times. In the phrase of bar 12 and 
13, vsrhich repeatedly occurs in. the course of the 
piece, this interval must, however, be considered as 
the third, and appertains therefore also to the peuta- 
tonic scale, because the phrase is not in C major, but 
in G major. 

From a letter of Mr. Fowle to the Secretary of the 
Asiatic Society we learn that these melodies have 
been arranged for the Burmese thro, a kind of violin 
which I have already noticed. This may account for 
the fact that but few traces of the peutatonic scale 
are perceptible in them. Besides, the manuscript 
has been written hastily, or by an inexperienced 
hand, as is proved by the many mistakes and over- 
sights by which the musician is every moment 
puzzled. It can therefore be used only with great 
caution. 

The employment of diatonic passages m these 
Burmese melodies seems to me, however, authentic, 
as it is not likely that the collector would have 
allowed himself so great an alteration of the music 
as their unwarrantable introduction would involve. 
The same may be said of the choruses of the 
Dervishes and the ' Call to Prayer ' of the Muezzin, 
which I have given. There are, however, various 
indications which I shall notice presently, suggest- 
ing that the pentatonic scale was at an early period 
in use in Westei-n as well as in Central Asia. 

In Japan also we might expect to meet with 
this scale, considering the great resemblance of the 
Japanese musical instruments to those of the Chinese, 
as well as the circumstance of these two nations 
possessing much in common in religion and usages. 
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Although we have several accounts relating to 
Japanese music, scarcely any tunes of reliable authen- 
ticity have beea published. The following one, which 
appeared a short time ago in ' All. the Year Bound ' 
(London, May lltli, 1881), has been obtained from 
the Japanese .envoys, who, with a suite of seventy 
officers and attendants, recently visited the United 
States of America. A gentleman who had frequent 
oppQBlnnifcies of hearing the singing of these foreigners, 
took, as he informs us in the above-mentioned journal, 
much care to commit several of them faithfully to 
paper. Of these the following is the only specimen 
hitherto published: — 



JAPANESE SONG. 
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n ji Allegro. 
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He . , to Tn 



m 
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Ka za du ta te ta ru 
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Ma-tsu ka za 



du, . 



Mn-tsu ka za du ! 



It will be observed that this melody is also con- 
structed upon the pentatonic scale. It is, however, 
not in major, like most melodies of this kind, but in 
minor — -f-sharp being the tonic. 

Nothing, in my opinion, could more clearly prove, 
the universal diffusion throughout Asia of the penta- 
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tonic scale than the unanimity in the observations 
of so many different travellers and other person's 
acquainted with Eastern nations, particularly as most 
of these gentlemen possessed but little musical know- 
ledge, and were evidently unable to accoiSmt for the 
cause of the peculiarity in the music which they 
noticed. It seems to me, therefore, unuecessi^ry to 
add here any more examples of rhodern Asiatili music, 
especially as I have mentioned several books in which 
a number of tunes are given, to which the readei*" can 
easily refer, should he desire farther proof in con- 
firmation of my opinion. 

Some musicians may possibly object to my desig- 
nating this series of intervals a scale. According 
to our usual definition of this word, no wider steps 
than from one whole tone to another are admissible ; 
and such a progression is considered the most natural. 
It must, however, be remembered that in our scales 
tlie steps are not all equidistant from each other. 
Our diatouic series consists of whole tones and large 
semitones; and even in our chromatic scale all the 
intervals are not exactly equal in succession, some 
being large semitones and . others small semitones. 
Again, our niiaior sc^jle is construcjted in various 
ways : some composers employ, as a rule, the major 
sixth and major seventh in ascending, and the minor 
seventh and minor sixth in descending; others prefer 
the minor sixth and major seventh both in ascending 
and descending. In this instance a step is actually 
introduced which exceeds a whole tone. The Walla- 
chians in their national music'employ two such steps 
(embracing a lohole tone and a small, semitone) in the 
minor scale, viz.,~. one from the minor third to 
the superfluous fourth, and another from the minor 
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sixth to the major seventh. There is no reason why 
this succession of intervals also should not he con- 
sidered as a real scale ; natural it certainly is, as it 
has been, so to say, adopted instinctively. 
, Moreoveji the difference between the large semitone 
and the whole tone in our diatonic' scale is about equal 
to the difference between the whole tone and the minor 
third of the pentatonic scale. The latter scale, there- 
fore, cannot be considered less irregular than the 
former. In short, instead of defining the word scale, 
so as to be applicable to our diatonic and chromatic 
orders of intervals only, as is often done, it is in my 
opinion more correct to consider it in a sense which 
allows of its being applied as well as any other fixed 
series of intervals upon which the music of a nation is 
. founded. 

ANTIQUITY OF THE PENTATONIC SCALE. 

I shall now endeavour to show that the pentatonic 
scale was in common use in Asia at a very early period. 
In truth, we might reasonably expect this to h3,ve been 
the case, considering that it is so widely spread, and 
that it is more simple than any other scale. 

There is no doubt that children, in their first 
attempts to sing our diatonic scale, will not unfre- 
quently find a difficulty in producing the semitone 
from the interval of the third to the fourth, and they 
are apt to skip from the third at once to the fifth, 
omittiiig the fourth altogether. Now, this is exactly 
a pentatonic succession of intervals, which impresses 
itself upon the musicallj uncultivated mind all the 
more easily, because it is especially melodious as well 
as characteristic. 
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The teuacity wjtli which Oriental nations adhere 
to old customs is well known. Indeed, almost 
everything with them is of high antiquity. On 
sculptured monuments we see representations of 
manners and ceremonies which are still in existence, 
and much light has been thrown upon the Assyrian 
bas-reliefs by a reference to modern Eastern customs. 
Music in Asia has been from .time immemorial asso- 
ciated with religious observances and solemn cere- 
monies ; and any alterations were, of course, con- 
sidered highly objectionable. It is true the Chinese 
and Hindoos maintain that their music was in old 
times in a highei: state of perfection than it is at pre- 
sent. Such a belief, however, exists in many nations, 
and may be classed with the usual traditional belief 
in a former period of universal happiness and per- 
fection. 

But granting the music of the Chinese and Hindoos 
to have been once superior to what it now is, still it 
was most likely not different in its principal charac- 
teristics, because it has not been subject to European 
or other foreign influence. If, therefore, it is at 
present less perfect, we may conjecture it to be all 
the better qualified for affording us an idea of what 
it was originally. These conclusions may appear 
hazardous, but they are corroborated by several facts 
which I shall briefly notice. 

It must not be supposed that semitones were 
unknown to the ancient Asiatic nations ; on the 
contrary, we find in their music even smaller divi- 
sions than our chromatic scale, at least in theory 
if not in practice. 

Of the early history of Chinese music we possess 
an account by the French missionary Amiot, who, 
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during his abode in Peking, made it part of his 
mission to collect as much information on this subject 
as he could possibly obtain. He consulted a large 
number of old Chinese treatises on the science and 
history of music, of which a list is given in the book 
containing the result of his investigations.^ We 
learn from them that the ancient Chinese divided the 
octave into twelve equal parts, like the semitones of 
our chromatic scale, Avhich were called lu.'' Their 
scale, as commonly used, consisted,, however, of only 
five notes, which were called koung, chang, hio, tche, 
and yu, and which corresponded to our /, g, a, c, d. 
Koung, or /, was considered to be the normal key, as 
we consider our c; and it was from koung that the 
above order of intervals was transposed to any of 
the other keys, in a similar way as we change the 
scale of C major into that of Gt major, F major, &c. 
The intervals of the fourth and seventh were called 
pien-koung and pien-tche. The former was -identical 
with our e, and the latter with our b. These two 
intervals they employed only in exceptional cases, 
or rather, nearly in the same way as we introduce 
chromatic intervals into our diatonic scale. Several 
of the ancient Chinese musical instruments contain 
only the peutatonic scale, and are purposely thus con- 
structed. The hiuen, an ancient wind instrument of 
an oval shape, had five holes through which the notes 
koung, chan-g, Mo, tche and yu, were emitted. A 
similar instrument is still used. The highly esteemed 
kin, the favourite instrument of the venerated Confu- 



6 Memoires concernant I'His- 
toire, les Sciences, les Arts, les 
Moeurs, les Usages, etc., des 
Chinois, par les Missionaires de 
Pekitijtomesixieme. Paris,1780. 



7 There is, however, this differ- 
ence, that the twelve Chinese di- 
visions were strictly alikej while 
our chromatic scale consists of 
large and small semitones. 
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cius, was also similarly tuned. Another very ancient 
one, the ou, iu the shape of a crouching tiger, posr 
sessed six notes, corresponding to our /, g, a, c, d, f. 

Several of these instruments are no longer in use, 
or have become gradually changed. The Chinese, 
even at the present time, construct instruments iu 
which they purposely introduce the pentatonic scale 
only. Of this kind is the one mentioned at p. 16, 
which is deposited in the Museum of the United 
Service Institution. The Chinese harmonicon which 
Dr. Burney saw iu Paris, in the possession of the 
Abbe Arnaud of the French Academy, was of a 
similar construction, as is evident from the description 
of it given in Burney's ' History of Music.'* 

The following ancient Chinese hymn " in honour 
of the ancestors," was, according to Amiot, annually 
performed on a solemn occasion, in presence of the 
emperor. The ceremony took place in a large hall 
of the imperial palace, in which the portraits of the 
former emperors were ranged on the walls. Near 
the entrance, on the right and left, stood the instru- 
mental performers ; opposite the entrance stood the 
singers ; in the middle of the hall the dancers, whose 
office it was to perform at a given signal some sacred 
evolutions. Upon a table were placed various articles 
used as ofiferings and libations. When everything 
was thus duly prepared, the emperor, amidst the 
deepest silence, entered the hall. Then at a signal 
on the large drum, taoJcou, the hymn, slow and 
solemnly sung, commenced. During the perform- 
ance, the emperor knelt at assigned places, brought 
his offerings, and burnt incense in honour of his 



s Burney's 'History of Music,' vol. 1. p. 32. 
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ancestral relations, whose spirits were supposed to be 
present during the solemn ceremony. All was con- 
ducted according to strictly prescribed rules, and the 
three parts of the hymn did not immediately follow 
each other, but there were intervals of silence be- 
tween, until a signal directed the recommencement 
of the music. 



ANCIENT CHINESE HYMN IN HONOUR 
THE ANCESTORS. 
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See hoang sien Tsou, 



Yo ling yu Tien, 
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Hiuen sun oheou ming, Tchoui yuan 
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Ming yn ch^ tsoung, Y 

Second Part. 
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Toni yu^ tch^ tsing, Yen jan jou cheng. 



Ki ki tchao ming, Ean 
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Jon kien ki hing. 
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cheng, 
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f<gai enlti king tch£, Fa hou tcbouag tsing. 

Third Part. 
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Ouei tsien jiu koimg, T§ tchao yng TiaD, 
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Ly yaen ki yu, Yuen cheou fang koue, 
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Yu pao ki t§, Hao Tien ouang ki. 
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Yn tsin fan Men, Ouo sin yu^ y. 

The Hindoos at a very early time divided tlieir 
scale into intervals smaller than our semitones, of 
which there were twenty-two in the compass of an 
•octave. These intervals were called sruti. The 
notes of the common scale were sa, ri, ga, ma, pa, 
dha, ni, which, according to Sir William Jones,^ 
■correspond to our, a, b, c, d, e, f, g, — and according to 
Captain Willard,^ to our c, d, e, f, g, a, b. From 
these intervals a great number of modes are formed, 
by substituting a different interval for the key-note, 
or tonic, in much the same way as our old church 
modes were formed ; and also — which is more re- 
markable — by treating certain intervals either as 
tmessential parts of a scale, or by actually omitting 
them. The following specimens of scales, from Sir 

8 On the Musical Modes of the I 9 A Treatise on the Music of 
Hindus by Sir William Jones; Hindoostan, by Captain A. Wil- 
Asiatic Researches, vol. iii. |lard. Calcutta, 1834. 
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William Jones's essay on the musical modes of the 
Hindoos, will explain this more clearly : — 

ASAVERI. ' BhAIRAVA. 



IQI 



Mahavi. Dhanyasi. 



$E=:^=Ei^^^ 



TE^^^. 



Velavali. Hindola. Dbsacbi. 



E^z.1^ 



122": 



In the above two scales called Asaveri and Bhai- 
rava, the intervals written in black notes are con- 
sidered merely as additions or ornaments. The other 
scales, — Maravi, Dhanyasi, Velavali, Hindola, and 
Desacri, — are all strictly pentatonic, and do not 
require further explanation. I might have selected 
several more of the same stamp, but I consider this 
unnecessary, as Sir W. Jones's essay is easily ac- 
cessible to everyone. 

The rags and raginees are ancient Hindoo melodies, 
composed upon certain fixed scales. Captain Willard 
says, " Rags and raginees are divided into three classes: 
first, sumpoomu, or those which comprise all the seven 
notes, in their course, in any determinate succession 
whatever ; second, khadoo, or such as are composed 
of six notes ; and third, oodoo, whose extent ranges to 
but five notes ; and hence it is said that no rag or 
raginee is confined within limits whose extent is less 
than five notes. "^ This account requires but little 
comment, after what we have already seen. Suffice 



1 A Treatise on the Music of Ilindoosta by Captain A. Willard, p. 56. 
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it to notice that the extension of the pentatonic scale 
into the octave, which requires a sixtli note, is not 
unusual, as might he expected. 

The following old Hindoo melody, called lioohj, is a 
spring song upon the god Krishna. It was commu- 
nicated to Herr von Dalberg (the German translator 
of Sir W. Jones's essay on the Modes of the Hindoos) 
by Eichard Johnson of Calcutta, the friend and 
fellow-lahourer of Sir W. Joues : — 



' HOOLY.' 
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Tu - me - ra aus set laa ger - hat. 

I do not hold myself responsible for the correctness' 
of the words of any of the songs. I give them as 1 
find them, judging th^t, although of no importance 
for our present inquiry, they may nevertheless per- 
haps be of some interest to the reader. 

The characteristics of the music of the Singhalese 
were formerly, as they are at present, similar to those 
of the Hindoo music. Mr. Joinville, in his observations 
on the religion and manners of the people of Ceylon, 
states that " music appears to have been formerly 
cultivated in Ceylon, and reduced into principles. 
There are pieces of music to be seen in regular notes 
in some of the old books in the Pali tongue."^ The 
names of the notes are identical with those used in 
Hindoostan; but I am unable to say whether any 
traces of the pentatonic scale have been preserved in 
the Singhalese popular tunes of the present day. 

Of the musical systems employed by the Persians 
and Arabs we have no earlier satisfactory accounts 
than those dating from the period soon after the con- 
quest of Persia and the introduction of the Moham- 
medan religion by the Arabs, an event which occurred 
about the middle of the seventh century of the Chris- 
tian era. As far as we know, the first writers in 
Persia who treated music as a science were Arabs. 
The system expounded by them resembles that of the 
Hindoos, inasmuch as smaller divisions than our 
semitones are made use of. They divided the com- 
pass of the octave into seventeen intervals; there 

2 Asiatic Researches, vol. vii. p. 399. 
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were consequently two intervals between each whole 
tone. The same system was adhered to by the Per- 
sians. However, towards the) [end of the thirteenth 
century some theorists adopted a system in which the 
octave was divided into twelve intervals, like the semi- 
tones of our chromatic scale, Kiesewetter believes 
this innovation to be of European origin, and to have 
been adopted from the missionaries, who during the 
thirteenth century were sent by, the Popes to various 
Asiatic courts.^ This is, however, mere hypothesis, 
unsiapported by any satisfactory proofs, and its cor- 
rectness will appear the more doubtful if we recollect 
that the Chinese made use of a similar division of 
intervals at a very early period. Besides, in most 
instances where we meet with the same usage or 
invention, both in an Asiatic and in an European 
nation, we may be sure that it existed previously 
with the former, and that consequently, if one nation 
has borrowed it from the other it must have been 
the European that was the borrower. 

Much interesting information might be obtained 
on such questions if Oriental scholars would publish 
translations of some of the most renowned works on 
music extant in different countries and languages. 
The translator must, however, possess some musical 
knowledge, otherwise he is more liliely to mislead 
than to enlighten the musical inquirer. It would be 
an easy but thankless task to notice instauces where, 
from want of efficient musical knowledge, erroneous 
notions have been promulgated by men of science. 

Amiot gives a list of the titles of about seventy 
Chinese works on music. In Kiesewetter's disserta- 



3 Die Musik der Araber, von Kiesewetter, Leipzig, 1842, p. 14. 
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tion before noticed almost as many works of Arabian 
and Persian authors relating to the music of their 
countries are mentioned ; and Sir "William Jones, as 
well as other Orientalists, informs us of the existence 
of a number of old treatises in Sanskrit on the music of 
the Hindoos. I do not mean to insinuate that the 
study of such works alone would be sufficient to 
afford us a clear insight into the character and effect 
of the music appertaining to those nations. How 
little do we know of the real character of the music 
of the ancient Greeks, notwithstanding all the expla- 
nations which have been transmitted to us ! Besides, 
the systems put forth in treatises are not unfrequently 
mere individual theories of the authors, which 
have never been popular, nor ever adhered to in 
practice. Sir William Jones states that Soma, the 
old author from whom principally he drew his in- 
formation on Hindoo music " exhibits a system of 
his own." And Captain Willard remarks, "During 
the earlier ages of Hindoostan, music was cultivated 
by philosophers and men eminent for polite literature, 
for whom general directions and rules for composi- 
tion sufficed, after a course of musical education 
acquired from living tutors ; indeed, the abhorrence 
of innovation, and veneration for the established 
national music, which was firmly believed to be of 
divine origin, precluded the necessity of any other. 
But, when from the theory of music a defection took 
place as to practice, and men of learning confined 
themselves exclusively to the former, while the latter 
branch was abandoned entirely to the illiterate, all 
attempts to elucidate music from rules laid down in 
books, a science incapable of explanation by mere 
words, became idle. This is the reason why even so 
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able aad eminent an Orientalist as Sir William Jones 
has failed. Books alone are insufl&cient for this pur- 
pose, — we must endeavour to procure solutions from 
living professors, of whom there are several, although 
grossly illiterate."* Kiesewetter, the zealous inves- 
tigator of ancient musical theories, also arrives at the 
same conclusion, as is evident from the following 
remark translated from a dissertation of his on the 
music of the modern Greeks : — 

"Altogether, I have "for a long time been unable 
to repel the impression that the executed music of 
various ancient and modern Asiatic nations must 
have been, and still is, something very different from 
the metaphysical or mathematical music of their phi- 
losophers, whose theories, the result of mere specula- 
tion, must always have borne but little relation to 
the practice. I believe we have generally been in- 
volved in error, when, from the discovered tracts of 
the systematists of those nations, we conceive that we 
have acquired a knowledge of the nature of the music 
as practised by the people, and when, consequently 
we imagine that we understand the latter. I think, 
therefore, we ought not to say — the music of the 
Chinese, Hindoos, Arabs, Persians, &c. ; but rather — 
the musical systems (or mysteries) of the Chinese, 
Hindoo, Arabian, or Persian philosophers. Perhaps 
this applies also to the music of the ancient Greeks. "^ 
Almost the same may be said of our own music : 
many of the rules advanced by theorists are seldom, 
if ever, applied to practice. Supposing, two thou- 
sand years hence, some musical antiquary should be 



^ A Treatise on the Music of 
Hindoostan, by Capt. Augustus 
Willard, Calcutta, 1834, p. vi. 



S Ueber die Musik der neue- 
ren Griechen, yon Kiesewetter, 
Leipzig, 1838, p. 32. 
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the liappy discoverer of any of our present treatises 
on couuterpoint and fugue. How far would his im- 
pressions on the nature of our ordinary popular 
music, as derived from his discovery, be in accord- 
ance with the actual truth ? If, then, we cannot im- 
plicitly rely upon the written records, it is the more 
important that we should glean information also from 
the remains of ancient music which are still extant iu 
Asia, and ascertain by comparison whether, a;iid to 
what extent, the rules of the theorists appear to have 
been in practical use. 

Although we do not possess the same authentic 
information on the musical systems of the ancient 
nations iuhabitating the south-western districts of 
Asia as we have of the Chinese and Hindoo systems, 
nevertheless, indications are not wanting there of the 
peutatonic scale having been in use at an early period. 
This might with some reason be expected, considering 
that it was the oldest scale known throughout the 
greater part of Asia; that the musical instruments 
and musical performances of the various nations pos- 
sessed a certain family type, and that the usual num- 
ber of strings is the most satisfactorily accounted for. 
Thus the majority of the numbers of strings which 
have been ascertainable on the Assyrian instruments 
are exactly suited for the pentatonic scale, but not for 
our diatonic scale. Instruments like the harp, asor, 
and lyre we may reasonably suppose to have been 
usually tuned in the fixed order of intervals which 
constituted the common scale, because thus they could 
be much more effectively employed in all kinds of 
musical performances than would otherwise have 
been possible. The fact that instruments whose 
strings produce only one note each, and the pitch of 
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which cannot be altered during the performance — 
as it can on the tamhoura — are, if tuned otherwise 
than in the usual scale, of less practical utiUty, is so 
obvious that the Assyrians, with the progress they 
had made in music, could not but have been aware of 
it, and have acted upon it. Now, the usual numbers 
of strings on those instruments appear to have been 
5, 10, 20, and such others as represent the number 
of the pentonic intervals either once or repeatedly. 
Sometimes we meet- with an additional string to any 
such number, which probably was the extension of 
the scale into the octave, which Ave have already 
found in other ancient Asiatic music, which is also 
usual in our diatonic series of intervals, and which 
suggests itself so naturally, that its adoption must 
at an early time have occurred in the progressive 
cultivation of music by the Assyrians. 

According to this opinion the compass of the 
Assyrian harps with twenty-six strings, which I have 
previously noticed, would have embraced precisely 
five octaves. Assuming c to have been the tonic, the 
intervals would have stood as follows : — 

c, d, e,g,a \ c. d, f, g, a | c, d, e, g, a \ c, d, e, g, a \ c, d, e, g, a \ c. 

The lyre with five strings would have had c, d, e, g, 
a; and the lyre with six strings, c, d, e, g, a, c. 

If these arguments are well founded, the pentatonic 
scale must also have been in use with the Hebrews, 
the Phoenicians, the ancient Egyptians, and most 
likely too with the ancient Greeks. 

Of the Hebrews we know on this point only with 
certainty, that some of the favourite instruments in 
the time of David and Solomon had ten strings ; this 
number, from the description given by Josephus, 
appears to have been augmented at a later period. 
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If we could place reliance on the correctness of the 
frets as they are shown on some tambouras repre- 
sented in Egyptian frescoes, we might gather some 
further hints respecting the usual order of intervals 
in use among the Egyptians ; it is not, however, pro- 
bable that the painters should have thought it worth 
while to observe carefully the proper distances of the 
frets. Still, some unmistakable indications of the 
pentatonic scale having been used by the Egyptians 
as well as by the Greeks are to be found in our best 
histories on music ; among others in Burney's, from 
which I submit the following extracts, which appear 
to me all the more convincing, as they are given by 
Burney not in support of any particular hypothesis 
of his own, but solely as recording historical facts. 

" The Greeks, who lost no merit by neglecting to 
claim it, unanimously confess that most of their 
ancient musical instruments were of Egyptian in- 
vention, as the triangular lyre, the monaulos or single 
flute, the cymbal, kettle-drum, and the sistrum, an in- 
strument of sacrifice, which was so multiplied by the 
priests in religious, ceremonies, and in such great fa- 
vour with the Egyptians in general, that Egypt was 
often called, in derision, the country of sistrums, as 
Greece has been said to be governed by the lyre. 
Herodotus, in tracing the genealogy of the Dorians, 
one of the most ancient people of Greece, makes them 
natives of Egypt :® and as the three musical modes 
of highest antiquity among the Greeks are the Dorian, 
Phrygian, and Lydian, it is likely that the Egyptian 
colony, which peopled the Dorian province, brought 
with them the music and instruments of their native 



6 Herodotus, Erato. 
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couatry. The profession of music was hereditary 
among the Egyptians, as wa^ every other profession. 
Tliis custom was imitated by the Hebrews ; and 
Herodotus tells us that the Lacedsemonians, who 
were Dorians, agreed with their progenitors, the 
Egyptians, in this, that their musicians were all of 
one family. Their priests, too, like those of Egypt, 
were at once taught medicine, to' play on stringed 
instruments, and initiated into religious mysteries." 
Burney cites a long and somewhat obscure passage 
from Plutarch's 'Dialogue on Music,' from which, 
however, it is obvious that Olympus, who, we are 
told, composed his music in the Dorian mode, usually 
skipped over " the lichanos, or third sound from the 
bottom of a tetrachord;" and the old Grecian musi- 
cians " abstained from the use of trite, or third sound 
from the top of a tetrachord." Burney concludes this 
account by observing, " The general fact that these 
old musicians, composers of the ancient genuine 
Greek music, which Plato, Aristotle, and all the 
writers speak of as so excellent and superior to the 
more modern, did delight to break the diatonic pro- 
gression, or stride over certain notes in the melody, 
seems pretty clear: and this surely renders 'it highly 
probable that the cast of the old national Greek airs 
was much like that of the old Scots music. If they 
had melodies where the lichanos was omitted, they 
must have been very like ; but even the trite omitted 
gives still a strong Scottish tincture to an air. 



i 
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For if we suppose the key-note to be G instead of E, 



Chap. IV. INTERVALS OF THE NUBIAN KIS8AR. 157 

— a major key instead of a minor, — this omission 
gives precisely the Scots scale."'' 

Moreover, this scale probably remained popular, in 
some districts at least, long after music had been 
scientifically cultivated in Greece, and developed in. 
manifold ways; since it appears still in use and 
favour in the first century of the Christian era. 

THE INTERVALS OF THE NUBIAN KISSAR. 

I shall now notice a fact which should perhaps be 
regarded as less corroborative than it appears to be 
at the first glance, because striking coincidences are 
sometimes accidental ; nevertheless, in connection with 
our former evidences, I believe it to be not without 
weight. 

I have already noticed the close resemblance be- 
tween the Assyrian and ancient Egyptian lyres and 
the Nubian kissar. The modern Egyptians call this 
instrument qytdrah barbaryeh, which indicates that it 
is considered the national instrument of the Barabras 
or Berbers, who are believed to be descendants of the 
original inhabitants of Egypt. It occurred to me 
that therefore the pentatonic scale might still be 
found on the kissar ; and this appeared the more pro- 
bable, as the Idssar is usually mounted with five 
strings, while a similar instrument in Abyssinia, the 
bagana, is ten-stringed. I have found this expecta- 
tion fully confirmed in a description of these instru- 
ments by M. Villoteau, from which I shall translate 
one or two passages. 

Yilloteau, who was unacquainted with the ancient 



Burney's "History of Music," vol. i. pp. 30, 194. 
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peatatouic scale, appears to have been greatly puzzled 
with the order of intervals on the kissar, which he 
thought so singular that he says " One may well be 
tempted to take this order for disorder, as I actually 
did. The first time I had an opportunity of exa- 
mining this instrument and hearing its notes I found 
it tuned as follows : — 



i 



=4= 



I believed that this could not be really its proper 
tuning, and that our Ethiopian, not considering this 
matter of much importance, must have thought it 
sufficient to tighten the strings in order to give them 
the elasticity requisite to respond to the touch, and 
to vibrate and sound distinctly, without concerning 
himself about regulating the sounds in relation to 
each other. However, in order to assure myself of 
this, I resorted to the same experiment that I had 
employed on a similar occasion with the servant of 
the Venetian Consul at Alexandria. I slackened all 
the strings, to the great annoyance of the Nubian, 
and asked him to tune them again. I had not told 
him my motive for doing so, and, as he could not 
possibly guess it, he was, naturally enough, vexed with 
my behaviour. ... At last, however, he pro- 
ceeded to restore the strings to their previous con- 
dition, tuning each exactly in the same interval as 
before; and this convinced me that it was not acci- 
dent nor caprice which led him to tune the strings as 
above, but that, on the contrary, the order of the. 
notes was one transmitted and adhered to." 

The songs with the kissar accompaniment, of 
which I shall give a few specimens, are called by the 
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Nubians ghouna. The performers twangs the strings 
with his left hand, while he uses the plectrum with 
his right. Villoteau remarks, "The words of the 
first song have, like those of the songs of the Bara- 
hras, nothing in common with the Arabic language ; 
but in the following songs ave found not only Arabic 
but also corrupted ItaUan words."^ 



NUBIAN GHOUNA. 



■I 



fe 



Accomp. with the fingers of the left hand. 



-&z 



i^rtizi, 



r— " 1_ 

Accomp. with the plectrum of the right hand. 



:|: 






— I— J — I — I — ^- 

■-•-•-• — 1-9- 



ggn 



I 



i 



z^r. 



-J^ 



-^ 



^=1-. 



s 



=i=i 



Do hU do - bW do 



bl^ 



zMzi 



-^:iz 



f^S 



=F=P^ 



i 



^iEfeE^.^=f=lfeEdE 



do - bl6 do bM aou - el gau de 

rr 



S-=JE^ 



8 Description de I'Egypte, tome xiii. p. 365, and tome xiv. p. 260. 
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Respecting the bagana, or ten-stringed lyre of 
Abyssinia, I shall merely add that it has, according 
to Villoteau, only five dijBferent notes, like the Icissar, 
but each note has its octave. 

The peculiar rhythmical kissar accompaniments to 
the above songs are also interesting, inasmuch as 
they may give us some idea of the probable Assyrian 
accompaniments. I have already stated the reasons 
for concluding that they must have been generally of 
this kind. 

SUBDIVISIONS OF THE WHOLE TONE. 

Although, as we have seen, it is highly probable 
that the musical compositions of the Assyrians were 
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generally founded upon the pentatonic scale, it does 
not follow that smaller intervals than those which 
occur in this scale were unknown to them, or were 
never used by them. On the contrary, there is reason 
to suppose they sometimes employed intervals even 
smaller than our semitones. Not only had the Hin- 
doos such intervals at a very early period, as we 
know with certainty from some of their old theo- 
retical works which have come down to us, and from 
which Sir William Jones, Sir W. Ouseley, and other 
writers on Hindoo music have principally drawn 
their information, but also the Persians appear to 
have made use of similar subdivisions of the ivhole 
tone. When the Arabs conquered Persia (a.d. 641) 
the Persians had already attained a higher degree of 
civilization than their conquerors. The latter found 
in Persia the cultivation of music considerably in 
advance of, and the musical instruments superior to 
their own. They soon adopted the Persian instru- 
ments, and there can be no doubt that the musical 
system exhibited by the earliest Arab writers whose 
works on the theory of music have been preserved, 
was based upon an older system of the Persians. In 
these works the octave is divided into seventeen one- 
third tones, — intervals which are still made use of in 
the East. Some of the Arabic instruments are con- 
structed so as to enable the performer to produce 
these intervals with exactness. The frets on the 
tamboura, for instance, are regulated with a view to 
this object. 

Again, in the vocal peifformances of several Eastern 
nations we meet with a certain disposition to connect 
two intervals, at some distance from each other, by 
slightly touching the small intermediate intervals. 

M 2 
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The singing of the Jews in the synagogue is gene- 
rally of a similar character. Where this taste is 
developed, it naturally leads to the adoption of 
quarter-tones or one-third tones. 

Likewise the ancient Greeks possessed a succession 
of intervals, known as the enharmonic scale, in which 
a quarter-tone, another quarter-tone, and a major third 
succeeded each other thus : — 

THE ENHARMONIC SCALE OF THE ANCIENT 
GREEKS. 
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The pentatonic character of this scale is unmistak- 
able. It is, in fact, the scale of Olympus (noticed at 
page 156), into which quarter-tones are introduced. 
Plutarch, who wrote in the first century of the Chris- 
tian era, mentions that those musicians who performed 
in the genuine ancient style did not make use of the 
quarter-tones, which shows that the more simple pen- 
tatonic order of intervals existed prior to the enhar- 
m'onic, as might be expected. 

Thus, there can be no doubt of the employment of 
smaller intervals than semitones by the ancient Hin- 
doos, Persians, and Greeks. 

The Persians were indebted for their early civiliza- 
tion especially to the Assy^^ians. Mr. Layard ob- 
serves that the remains which are still existing among 
the ruins of Persepolis and Susa "prove beyond a 
doubt that the Persians, who after the fall of the 
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Assyrian and Babylonian empires succeeded to the 
dominion of the East, received^ from tiie Asi^yriajas 
their religion, their arts, and their civilization, closely 
copying them in all particulars. The human-headed 
bull of the Nineveh palaces is found faithfully repro- 
duced at Persepohs. Slabs- sculptured with bas- 
reliefs of processions, and with single-winged figures, 
line the chambers and the facades; myths and reli- 
gious symbols, similar to those found on the monu- 
ments of Nimroud, are' portrayed upon the walls; 
and the cuneiform character was used to record the 
glory and the titles of the kings. Besides, many 
details of architectural moulding almost identical 
have been found in the Assyrian and Persian 
ruins." 

1 must leave it now to the reader to decide 
whether the circumstantial evidence adduced is suf- 
ficient to warrant the opinion that the Assyrians, 
in their masic, made use of smaller intervals than 
semitones. 

In anticipation of the objection which may perhaps 
be raised, tiiat to disting.i;isli such minute intervals 
would require a more refined ear than the Assydans 
can be supposed to have possessed, I would remark 
that those intervals were most likely discriminated 
with exactness by theorists and accomplished per- 
formers only, which is, according to Lane and others, 
also the case with the one-third tones used by the 
Arabs and modern Egyptians. The simple and 
popular music probably contained the pentatonic 
intervals only. Something analogous may be ob- 
served in our own music : the German and English 
popular tunes being usually founded upon our diatonic 
scale, without the admixture of chromatic intervals. 
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DIFFUSION OF THE PENT ATONIC SCALE. 

The existence of the peutatoiiic scale at a very 
early period throughout so large a portion of the 
world as Asia, and also in Egypt, is a curious fact, 
not without importance in the history of music, and, 
moreover, leading the inquirer to various specula- 
tions. To conjecture that all the ! different nations 
hstjve derived it from one source must appear bold 
indeed. One might rather surmise it to be an prder 
of intervals so deeply founded upon natural laws as 
to suggest itself instinctively wherever a certain stage 
of musical progress has been attained. However, if 
this were the case, we might expect to meet with it 
in most nations, or at least in many other nations 
besides those before specified which we do not. Let 
us, for instance, turn to Africa : none of the instru- 
ments of the Negroes and Kaffres exhibit any traces 
of'it, ; neither have J detected any in the national 
airs of these peoples" with which I have become 
acquainted.^ 

To investigate this phenomenon minutely is not 
requisite for the aim of the present work ; 1 content 
myself, therefore, with stating in a few words how, 
in my opinion, it may probably be accounted for. 

Evidences of a former connection between several 
Oriental nations at a very early period are not 



. It is true that, among half-a-doisea balafoes which I have seen, one had 
the eight intervals, to which it was limited, in the following order :— 
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But this may have arisen accidentally, as the instrument was in a dilapidated 
condition. AH the others had' the diatonic series. 
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Avauting. Philologists inform us of tlie close rela- 
tionship existing between several Eastern languages. 
History records great military exploits at the remotest 
time, — as, for instance, the invasion of Hindoostan by 
the Assyrian queen Semiramis, about B.C. 2000, and 
the conquest of a great part of Asia by the Egyptian 
Pharaoh Sesostris, about B.C. 1500. Certain religious 
opinions and ceremonies appear to have been at an 
early period disseminated throughout various Eastern 
countries. The Buddhist religion is professed at pre- 
sent by many nations, extending from the western to 
the extreme eastern part of Asia. Captain Turner 
says that in Thibet " there is no religious edifice but 
what is adorned with the head of the lion at every 
angle, having bells pendant from his lower jaw, and 
the same figure is equally common at every projec- 
tion of the palace walls. "^° As there are no lions to 
be found in Thibet, the representations of these animals 
point to a former connection with southern countries. 
Chinese antiquities have been discovered in the 
Assyrian ruins', and also in ancient Egyptian tombs. 
Mr. Halloran observes, " It is remarkable, as showing 
the high antiquity of Chinese customs, that the vases in 
front of their ancient temples are very much like, both 
in shape and position, to some figures which appear 
in the representations of the ancient temples of 
Khorsabad, as given by Bonomi in his work entitled 
'Nineveh and its Palaces.' Bonomi supposes these 
vases to have been employed for holding water for 
purification."* 

In the Nineveh Gallery of the British Museum 



10 An Account of the Embassy 
to the Court of Teshoo Lama, in 
Tibet, by Captain S. Turner, 



London, 1800, p. 288. 

1 Eight Months' Journal, by A. 
L. Hailoran,London, 1856, p. 53. 
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there are, Mr. Sharpe informs us, " several pieces 
of sculptured ivory, which, if not made by Egyptiap. 
workmen, are, at least, copied from Egyptian sculp- 
tures, and show how much Assyria was indebted 
to Egypt for its knowledge of art. One is the figure 
of the goddess Athor, or of a queen holding a lotus- 
flower in her left hand, and with the winged sun over 
her head. Another is an ivory box, on one side of 
which is an oval ring, crowned with two ostrich- 
feathers, and within it is written the name of Aobeno- 
Ra, which would seem to be the Asiatic way of 
spelling Amun-Ra. On each side of this name is 
seated the figure of a queen with one hand raised as 
if in prayer to the god, and the other hand holding 
the sacred staff of the Egyptian priests, which has on 
the top of it a dog's head, and a fork at the lower 
end. Several flat cups or dishes of copper, also 
brought from Assyria, are ornamented with Egyptian 
figures, partly chased and partly engraved. One 
bears the winged sphinx wearing the double crown 
of Egypt, and the winged sun, together with the 
scarabaeus with outstretched wings, and the ball 
between its front feet. These were probably divining- 
cups, used for the purpose of looking into the future, 
and they remind us of Joseph's diviuiug-cup, which 
was found in Benjamin's, sack."^ (See Genesis xliv.) 
Again, in some ceremonies or amusements, with 
which music is generally associated, we meet 
with the same characteristics throughout the East. 
For instance, the manner of dancing, described by Sir 
S. Raffles as consisting in " graceful attitudes of the 
body, and in the slow movement of the arms and 



2 Egyptian Antiquities in the British Museum, described by 
Samuel Sharpe, London, 1862, p. 190. 
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legs, particularly of the former, even to the distinct 
motion of the hands and fingers,"^ is very much the 
same all over Asia, and may he witnessed even in 
Japa», as we are informed by Meijlan, Sherard 
Qsborne, and others. 

Whatever may he thought of the value' of such 
facts, if considered as evidences of a former , aflBnity 
or intercourse between the nations to ■ which they 
refer, we may learn from them at least that the 
hypothesis of the pentatonic scale having been ori- 
ginally derived from one common source is by no 
means so unsupported as it at first appears to be. 
Indeed, the more we inquire into the subject, the 
more we are forced to accept this hypothesis as pro- 
bably the most correct. 

We have already seen that the pentatonic scale 
was in use among the ancient American Indians. It 
is true, in the specimens of old Peruvian songs, called 
haravi, given in Rivero and Tschudi's ' Peruvian 
Antiquities,' no indications of it are traceable. How- 
ever, any musician at all acquainted with Spanish 
national music will perceive at once that these 
arraugemeuts too closely resemble the Spanish Sequi- 
dilla and Bolero for any reUauce to be placed on 
their genuineness. The themes are, perhaps, what 
they profess to be — ancient Indian melodies, collected 
by the first Spanish visitors to the western hemi- 
sphere ; they have, however, been written down so 
carelessly and incorrectly,^ — as is evident from the 
many mistakes in the added accompaniment, — and 
so greatly modified to make them more pleasing to 
the Spanish taste, that we cannot be surprised if we 



3 The History of Java, by T. Stamford Raffles; London, 1817, 
vol. i. p. 340. --* 
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do not find retained in them what must have appeared 
most foreign and distasteful to the arranger. The 
musical instruments preserved in museums afford 
sufficient evidence of the former existence of the pen- 
tatonic scale in America, because we find in them 
the intervals of the fourth and seventh intentionally 
omitted. 

Now, it may be objectfed — if this scale was used 
by the ancient American Indians, and in Europe by 
the Scotch, and if these nations invented it inde- 
pendently, why should not every Oriental nation also 
have done the same ? In reply io this plausible 
objection I would direct the reader's attention to the 
following facts : — 

Most historians and ethnologists believe the American 
Indians to have originally migrated to America from 
Asia. Humboldt says, "A long struggle between two 
religious sects — the Brahmans and Buddhists — termi- 
nated by the emigration of the Chamans to Thibet,Mon- 
golia, China, and Japan. If tribes of the Tartar race 
have passed over to the north-west coast of America, 
and thence to the south and the east, towards the banks 
of the Gila and those of the Missouri, as etymological 
researches seem to indicate, we should be less sur- 
prised at finding among the semi-barbarous nations of 
the new continent idols and monuments of architecture, 
a hieroglyphical writing, an exact knowledge of the 
duration of the year, and traditions respecting the first 
state of the world, recalling to our minds the sciences, 
the arts, and the religious opinions of the Asiatic 
nations."* 



4 Researches conceming the In- 
stitutions and Monuments of the 
Ancient Inhabitants of America, by 



Alexander von Humboldt ; trans- 
lated by H. M. Williams ; London, 
1814, vol. i. p. 146. 



Chap. IV. 



SCOTTISH AIR. 



171 



Scottish music is too well known in England to 
require a detailed description here. I shall therefore 
confine myself to inserting one specimen only, for the 
sake of comparison with the Asiatic tunes : — 



SCOTTISH AIR. 



„ Larghetto. 



m 



^&E^ 



I've heard them lilt - ing at the ewe milk - ing, 



i 



11^=^-^: 



E5E 



-/ — t/' 



It: 



i.^'- 



Las - ses a lilt - ing be 



fore dawn of day. 



^^^sm^^^^m 



$ 



Now there's a moan - ing on il - ka green loon - ing, The 



fc=pi 






^EEf 



flow'rs of the fo - rest are a' wede a - - way. 



This song, known as ' The Flowers of the Forest,' 
is transcribed from the 'Ancient Scottish Melodies 
from a Manuscript of the Eeign of King James VI., 
published by William Dauney, Esq.' The words are 
more modern than the melody, which is strictly pen- 
tatonic, with the exception of the fifth bar, where the 
minor seventh, /, occurs, through which the melody 
modulates from G major into C major. Similar occa- 
sional introductions of semitones into the pentatonic 
scale occur also in Asiatic music, as we have already 
seen. 

Traces of the pentatonic scale are perceptible also 
in Irish national tunes, although to a less extent 
than in Scottish. The following Irish melody was, 
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according to Mr. Walker, the author of 'Historical 
Memoirs of the Irish Bards,' written down by a 
friend of his iu the county of Koscommop,, from oral 
communication; The major seventh, f-sharp, occurs 
therein twice, but it does not constitute an essential 
note of the melody ; iu fact, it rather gives the 
impression of having accidentally crept in from care- 
lessly drawing the voice over from the sixth to the 
octave : — 



^t-T 






IRISH AIR, CALLED ' Speic Sboach.' 
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Mr. Walker remarks, " In no part of Ireland do 
our old melodies so much abound as in Connaught ; 
that province may be said to be vocal with them."* 
We have therefore an additional reason for conei- 



5 Historical Memoirs of the Irish Bards, by J. C. Walker, 
Loudon, 1786; Appendix. 
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dering the above melody as a faithful example of 
Irish music. 

These characteristics of the Scottish and Irish music 
have beeii the cause of various conjectures. They 
have been especially attributed to the influence of 
ecclesiastical music. Mr. Conran, for instance, ob- 
serves : " If we compare some of our national original 
melodies with those scales [viz. the ancient eccle- 
siastical modes], we shall perceive, I am inclined to 
think, that much of the originality and peculiar con- 
struction of those airs may be ascribed to their being 
composed in scales or modes corresponding with some 
jof these modes here given ; and I should therefore 
conclude that the practice of this species of eccle- 
siastical music being well calculated to make strong 
impressions on the feelings, much of its pathetic cha- 
racter would naturally be imparted to national music 
during the progress of its development in Ireland."* 
Mr. Dauney, on the other hand, more judiciously 
observes : " Although it has been truly said that 
nothing has a greater influence on the music of a 
nation than the music of its church, the use of the 
Catholic Ritual in Scotland cannot altogether account 
for the predilection which the Scots have never ceased 
to entertain for their peculiar style of melody ; for if 
such an argument were to be admitted, it might 
naturally be asked why the same results have not 
taken place in Italy, Spain, France, and other coun- 
tries which were subject to the same regulations, and 
under the influence of the Roman Church to a greater 
extent than either Scotland or Ireland. Indeed, 
the same marked similitude is not to be traced even 



6 The National Music of Ireland, by Michael Conian, Dublin, 1846, p. 59. 
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in the ancient music of England. Another view 
militates strongly against the adoption of any theory 
which would ascribe the invention of the Scottish 
music to the See of Kome, and trace its pedigree 
to no other source than the Ambrosian Chant, intro- 
duced about the year 600. A national music is not 
one of those things which a people is much disposed 
to receive at second-hand, or to put off or on at the 
bidding either of their spiritual or their temporal 
masters. It is among the oldest and the most lasting 
of their relics. Carried down from father to son, 
like an heirloom in a family, it is not likely either 
to be lost or bartered even for articles of higher 
quality or value."'' 

Again, musicians have endeavoured to explain 
those characteristics in music from the imperfect or 
peculiar construction of the old Scottish and Irish 
musical instruments. Now, the principal popular 
instrument's were the harp and the bagpipe, both of 
which are also in use in Asia. It will be remembered, 
we have found the Oriental harp in Ireland ; and the 
construction of the Persian -bagpipe must be nearly 
identical with that of the Scottish, since Sir William 
Ouseley relates that a Scotch gentleman " played on 
it several tunes of his own country, in a very pleasing 
manner, without any previous practice."® 

Mr. Gunn gives us at the end of his book entitled 
* An Historical Enquiry respecting the Performance 
on the Harp in the Highlands of Scotland,' London, 
1807, a prospectus of ' An Enquiry into the antiquity 
of the harp, and into the Oriental extraction and 



7 The Journal of the Royal 
Asiatic Society of Great Britain 
and Ireland,vol.vi. London,1841. 



8 Travels in various Countries 
of the Bast, by Sir W. Ouseley, 
London, 1819, vol. i. p. 241. 
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ancient history of tlie Caledonian Scots, demonstra- 
ing, from tlie language, ancient religion, supersti- 
tious rites, their kalendar and festivals, their remark- 
able traditions, manners, and customs, and from other 
documents and monuments still existing in Asia, 
France, Great Britain, and Ireland, that they brought 
the harp, together with other arts of civilized life, 
from Armenia , and the western coast of Asia, into 
the southern parts of England, prior to the era at 
which our writers commence the history of Great 
Britain,' &c. The book has never been published 
that I am aware of, and this is the less to be re- 
gretted, since, to conclude from the circumstantial 
prospectus of which I have quoted the commence- 
ment, the author proves himself too superficially 
acquainted with Oriental music for the successful 
execution of his projected task. 

Moreover, a somewhat similai: book has been pub- 
lished by Finck, in which the aim of the author is to 
show that the pentatonic scale was originally brought 
over by the Celts from Asia, and that it was preserved 
longer in Scotland than elsewhere on account of the 
isolated position of that country, and of similar cir- 
cumstances.^ 

PREVALENCE OF THE MAJOR KEY. 

Another question remains for consideration, viz., 
whether in Assyrian music the major or the minor 
key was the prevailing one. In my opinion it was 
the former, for the following reasons : — 

Most national music is in major ; of this I have 
had ample opportunity of convincing myself by cajre- 



9 Erste Wanderung der altesten Tonkunst, von G. W. Fink, Essen, 183]. 
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fully examining all accessible collections of tunes from 
every part of the world. The generally maintained 
opinion that the popular songs of a nation are usually 
in minor is altogether erroneous. There are but few 
nations possessing more songs and other melodies in 
minor than in major, while in the music of most 
nations the major key decidedly predominates. Nor 
is this surprising, since the major key appears to be 
the most natural of the two, to conclude from the prin- 
cipal harmonics which are softly emitted with any single 
tone, and which produce together the major chord. 

In the Oriental pentatonic scale the interval of the 
third consists generally of tivo whole tones, as in our 
major scale, and not of a whole tone and a large semi- 
tone, as in our minor scale. A reference to the 
examples of Chinese, Hindoo, Burmese, Japanese, 
and other tunes previously given, all of which have 
been selected without any reference to the present 
question, will convince the reader that only a few of 
them are in minor. In the East, however, we meet 
not unfrequently with melodies which neither begin 
jior end with the tonic, and in which, in fact, the key- 
note is not easily ascertainable. Such melodies have 
generally been considered by Europeans, from the 
preconceived notion befojre mentioned, as being in 
minor, and have been harmonized accordingly. 

It is altogether a hazardous proceeding to har- 
monize any music of this kind according to our own 
usual rules ; the result must necessarily be unsatisfac- 
tory on account of the two semitones of our diatonic 
scale being wanting. The peculiar characteristics of 
the music are thereby obliterated without anything 
beautiful being gained. Many of the well-known 
expressive Scottish airs have in this way been sadly 
tampered with. 
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Moreover, although we may suppose Assyrian, like 
other Asiatic music, to have been principally in 
major, it must have possessed a certain plaintiveness, 
such as pre-eminently appertains to our music in 
minor ; since the two steps of a minor third, which 
occur in the pentatonic scale, would impart to it that 
character. It will he remembered, that we now use 
in our minor scale two different Orders of intervals, 
viz., we raise the sixth as ■ well as the seventh in 
ascending, or we raise the seventh alone. In the 
latter case the step from the minor sixth to the major 
seventh — a' step of a superfluous second — is, in efiect at 
least, identical with the pentatonic steps of a minor 
third just pointed out. And most likely it may be 
also partly on this account that the music of Asiatic 
nations has been described by superficial observers as 
being generally in minor. 

From the nature of the Assyrian instruments we 
have been led to surmise that the music of the Assy-- 
rians must have been especially sentimental and sooth- 
ing; this is also indicated by the pentatonic scale, 
which consists of a succession of intervals remarkably 
melodious and inipressive. In proof, we need only 
refer to the universally admired old Scottish melodies 
composed in this scale. The Oriental melodies strike 
us as toq strange in construction to convey directly 
an agreeable impression. After, however, becoming 
thoroughly acquainted with them, we are sure to dis- 
cover that they possess peculiar beauties. Of this 
every one may convince himself by learning one of 
these melodies by heart, and familiarising himself as 
much with it as with any of his favourite Scotch 
tunes, for which purpose I would recommend the 
Chinese ' Sian Chok,' page 131, or the Javanese 

N 
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' Surung Dayang," page 133, on account of their 
melodiousness. 

They are certainly in many respects different from 
the Scotch melodies ; which shows that, although the 
character of the pentatonic scale is remarkably dis- 
tinctive, this scale is nevertheless not unfitted for the 
expression of a variety of emotions. Besides, the 
character of a musical composition is not exclusively 
determined by the key and scale, but quite as much 
by the time, tempo, modulation, rhythmical construc- 
tion, employment of different degrees of loudness, 
and other conditions. The effect of the Assyrian 
music may therefore have been widely different from 
that of the Scotch, notwithstanding the identity of 
the scale. 



NOTATION. 

With respect to the question whether the Assyrians 
possessed a musical notation, we can judge only from 
analogy, since no evidences of it have hitherto been 
discovered. Most nations advanced in music, as the 
Assyrians were, employ some rude means to assist in 
recalling their musical compositions to memory. The 
Chinese, for instance, have distinctive characters, 
which they slightly alter in different octaves. Of 
the Japanese we are told by Saris, whose account 
dates as far back as the year 1611, that " their tunes 
were pricked;"^ and Captain Turner was informed 
by the Buddhist priests in Thibet that "their music 
was written down in characters which they learnt."^ 



1 A General Collection of Voy- 
ages and Travels, printed for 
Thomas Astley, London, 1745, 
vol. i. p. 481. 



2 An Account of an Embassy 
to the Court of the Teshoo Lama 
in Thibet, by Captain Samuel 
Turner, London, 1800, p. 343. 
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Even the North American Indians, much less ad- 
vanced in music, sometimes employ signs written 
upon birch-bark to assist in remembering their songs, 
of which examples are given in Kohl's ' Kitchi-Gami,' 
and in Catlin's 'Illustrations of the Manners and 
Customs of the North American Indians.' And as 
we know that the Grreeks and other ancient nations 
possessed some kind of notation, we may conjecture 
that the Assyrians also, as well as the Egyptians and 
Hebrews, were not without such a contrivance. Per- 
haps further discoveries may throw some light on 
this and other obscure questions relating to Assyrian 
music, which it would be at present premature to 
discuss. Some hope of this is held out in the follow- 
ing observation of Max Miiller : — 

"In a letter, dated April 1853, Sir Henry Eaw- 
linson wrote : ' On the clay tablets which we have 
found at Nineveh, and which now are to be counted 
by thousands, there are explanatory treatises on 
almost every subject under the sun ; the art of writ- 
ing, grammars and dictionaries, notation, weights and 
measures, divisions of time, chronology, astronomy, 
geography, history, mythology, geology, botany, &c. 
In fact, we have now at our disposal a perfect cyclo- 
paedia of Assyrian science.' Considering what has 
been achieved in deciphering one class of cuneiform 
inscriptions, the Persian, there is no reason to doubt 
that the whole of that cyclopaedia will some day be 
read with the , same ease with which we read the 
mountain records of Darius."^ 



3 Lectures on the Science of Language, by Max Miiller, London, 
1862, p. 280. 
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CHAPTER V. 

MUSIC OF THE ANCIENT EGYPTIANS. 

Egyptian instruments — Various harps — Bruce's harps — Egyptian 
name of the harp — The trigonon — The lyre — The tamboura — • 
Peculiar stringed instruments — Pipes, flutes, double-pipes — 
Trumpets — Drums and tambourines — Curious instruments of per- 
cussion — The sistrum — Crotala, cymbals, bells — Vocal and instru- 
mental performances — The Egyptian musical instruments com- 
pared with the Assyrian — Opinions of some musical historians. 

In the preceding inquiry we liave repeatedly had 
occasion to observe the aflfinit}' of the ancient Egyptians 
music with the Assyrian. I purpose now submitting 
a short account of the music of the former nation 
which will more fully confirm what we have already 
found indicated. Here, also, I shall adhere to the 
plan hitherto pursued of avoiding as much as possible 
a repetition of any information on the same subject 
already given in Eorkel's and Burney's Histories of 
Music, and in similar works, noticing especially those 
facts which have not hitherto received that considera- 
tion which, in my opinion, they deserve. 

We have become gradually more exactly acquainted 
with the Egyptian instruments through the discoveries 
of a variety of representations of them in sculptures 
and paintings, as well as of fragments, and even of 
nearly perfectly preserved specimens of harps, lyres, 
and other stringed instruments, pipes, flutes, sistra, 
cymbals, bells, &c. 

The following pages contain representations of all 
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the different Egyptian instruments which have been 
found. 



THE HARP. 

The Egyptian harps greatly varied in 
and ornamentation. Fig. 27 represents 
more simple kind. It 
is mounted with ten 
strings, and played 
on by a female. 

The harp repre- 
sented in fig. 28, 
which has twenty 
strings, is more high- 
ly ornamented with 
carving, and more 
brilhantly coloured, 
than the preceding. 
It rests on a low 
stand, while the per- 
foiTner is seated on 
the ground. 

A similar harp, 
but much more plain, 
and raised on a higher 
stand or leg is shown 
in fig. 29. It has 
seven strings and 
eight tuuiug-pegs; 
while another in the 
same engraving has 
only four strings and 
six pegs. 

Such inequalities 



shape, 
one of 



size, 
the 
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Fig. 28. A harp on a stand, a man beating time, and a player on the tamhoura. 

in the number of tlae pegs and strings not unfre- 
quently occur, and must probably be attributed to the 
.negligence of the painters or sculptors. We ought 




Pig 29. 



Two hart>s. 
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therefore, not to pkce much rehance on the correct- 
ness of the number of the strings, unless we frequently 
meet with the same 
number on several 
instruments, and un- 
less they are at the 
same time in con- 
formity with the 
number of pegs. 

Stands of various 
forms were used for 
the smaller harps, 
which enabled the 
performer to play 
on the instrument 
while standing be- 
fore it, as is shown 
in the engraving 
tig. 31, which re- 
presents a small 
kind pf harp with 
nine strings. 

The Egyptian 
harps most remark- 
able for elegance of 
form and elaborate 
decoration are the 
two which were 
first noticed by the 
' well-known travel- 
ler Bruce, who 
found them painted 
in fresco oh the wall of au ancient sepulchre at 
Thebes, which is supposed to be tlie tomb of 




Fig. 30. 



A harp on a. stand. 




Fig. 31. 



Tambourine and haip. 
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Barneses III., who reigned about 1250 b.c. Bruce's 
discovery first became known to the musical world 




Fig. 32. 



Harp with thirteen strings. 



through a letter addressed by him to Dr. Barney, 
which, accompanied by a drawing of one of these 
harps, without the figure of the performer, was pub- 
lished in the first volume of Burney's ' History of 
Music' Soon afterwards engravings of both instru- 
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ments appeared in Bruce's * Travels,' vol. i. This 
discovery created a great sensation among musicians. 
The fact that at so remote an age the Egyptians 
should have possessed harps which vie with our own 
in elegance and beauty of form, appeared to some so 
inciredible that the correctness of Bruce's representa- 
tions was greatly doubted ; in fact, they were received 
with a distrust somewhat similar to that with which 
several other: communications by this traveller were 
at first viewed, which have afterwards been proved to 
be authentic. Sketches of the same harps, taken sub- 
sequently and at different times from the frescoes, 
have been published, in ' Description de I'Egypte,' in 
Bosellini's 'I Moniimenti dell' Egitto,' in Champol- 
lion's ' Monuments de I'Egypte et de la Nubie,' and 
in Sir Gr. Wilkinson's ' Manners and Customs of the 
Ancient Egyptians,' all of which differ more or less 
from each other in appearance and in the number of 
strings. The engravings fig. 32 and 33 represent 
" Bruce's harps," as they appear in the last-mentioned 
work — the first with thirteen and the second with ten 
strings. 

I notice these discrepancies in the hope that some 
Eastern traveller may set the matter at rest by having 
a strictly accurate copy, even to the most minute de- 
tails, made from the frescoes which are still in exist- 
ence. This would be the only way to render these 
interesting representations really valuable in musical 
investigations. 

Bruce's letter to Burney has been often quoted) 
and is well know. The publicity which it has ob- 
tained may perhaps be the very cause why the account 
of the discovery of those harps given by Bruce in 
his ' Travels,* which contains some interesting addi- 
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tion'al informatiou, has not received that attention 
from musical historians to which, in my opinion, it is 
entitled. I shall, therefore, not apologize for inserting 
here that portion of it which more immediately refers 
to our present subject. , 

Speaking of the tomb of Eameses, Bruce says : 
" Farther forward, on the right, hand of the entry, the 
panels or compartments were stDl formed in stucco, 
but, in place of figures in relief, they were painted in 
fresco. I dare say this was the case ou the left hand 
of the passage as well as the right. But. the first dis- 
covery was so unexpected, and I had flattered myself 
that I should be so far master of my own time as to 
see the Avhole at my leisure, that I was riveted, as it 
were, to the spot by the first sight of these paintings, 
and I could proceed no further. In one panel were 
several musical instruments strewed upon the ground, 
chiefly of the hautboy kind, with a mouth-piece of 
reed. There were also some simple pipes or flutes. 
With them were several jars, apparently of potter- 
ware, which, having their mouths covered with parch- 
ment or skin, and being braced on their sides like a 
drum, were probably the instruments called tabor or 
tabret (Gen. xxxi. 27 ; Isaiah xxx. 32), beat upon 
by the hands, coupled in earliest ages with the harp, 
and preserved still in Abyssinia, though its companion 
is no longer known there. In three following panels 
were painted in fresco three harps, which merited the 
utmost attention, whether we consider the elegance of 
these instruments in their form, and the detail of their 
parts as they are here clearly expressed, or confine 
ourselves to the reflection that necessarily follows, to 
how great perfection music must have arrived before 
an artist could have produced^ so complete an instru- 
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ment as either of these. As the first harp seemed ti> 
be the mosl prarfeet and least spoiled, I immediately 
attached myself to this, and desired my clerk to take 
upon him the charge of the second. In this way, by 
sketching exactly and loosely, I hoped to have made 
myself master of all the paintings in that cave, perhaps 
to have extended my researches to others — though, in 
the sequel, I found myself miserably deceived. My 
first drawing was that of a man playing upon a harp ; 
he was standing, and the instrument, being broad and 
flat at the base, probably for that purpose, supported 
itself easily with a very little inclination upon his 
arm. His head is close shaved, his eyebrows black, 
without beard or moustachios. He has oii him a loose 
shirt, like what they wear at this day in Nubia (only 
it is not blue), with loose sleeves, and arms and neck 
bare. It seemed to be thick muslin, or cotton cloth, 
and longways through it is a crimson stripe about 
one-eighth of an inch broad — a proof, if this is 
Egyptian manufacture, that they understood at that 
time how to dye cotton crimson, an art found out in 
Britain only a very few years ago. If this is the 
fabric of India, still it proves the antiquity of the 
commerce between the two countries, and the intro- 
duction of Indian manufactures into Egypt. It reached 
down to his ankle ; his feet are without sandals. He 
seems to be a corpulent man of about sixty years of 
age, and of a complexion rather dark for an Egyptian. 
To guess by the detail of the figure, the painter seems 
to have had the same degree of merit with a good 
sign-painter in Europe at this day. If we allow this 
harper's stature to be five feet ten inches, then we may 
compute the harp in its extreme length to be something 
less than six feet and a half. This instrument is of a 
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much more advantageous form than the triangular 
Orecian harp. It has thirteen strings, but wants the 
fore-piece of the frame opposite to the longest string. 
The back part is the sounding-board, composed of four 
thin pieces of wood, joined together in form of a cone 
— that is, growing wider towards the bottom ; so that, 
as the length of the string increases, the square of the 
corresponding space in the sounding-board in which 
the sound was to undulate always increases in pro- 
portion. The whole principles on which this harp is 
constructed are rational and ingenious, and the orna- 
mental parts are executed in the very best manner. 
The bottom and sides of the frame seem to be ve- 
jieered and inlaid, probably with ivory, tortoise-shell, 
and mother-of-pearl, the ordinary produce of the 
neighbouring seas and deserts. It would be even 
now impossible either to construct or to finish a harp 
of any form with more taste and elegance. Besides 
the proportions of its outward form, we must observe 
likewise how near it approached to a perfect instru- 
ment, for it wanted only two strings of having two 
complete octaves. That these were purposely omitted, 
not from defect of taste or science, must appear be- 
yond contradiction when we consider the harp that 
follows. I had no sooner finished the harp which I 
had taken in hand, than I went to my assistant to see 
what progress he had made in the drawing in which 
he was engaged. I found, to my great surprise, that 
this harp differed essentially in form and distribution 
of its parts from the one I had drawn, without having 
lost any of its elegance ; on the contrary, that it was 
finished with still more attention than the other. It 
seemed to be veneered with the same materials, ivory 
and tortoise-shell, but they were differently disposed ; 
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the ends of the three longest strings, wliere. they 
joined to the sounding-board below, were defaced by 
a hole dug in the wall. Several of the strings in 
different parts had been scraped as with a knife; for 
the rest, it was very perfect. It had eighteen strings. 
A man, who seemed to be still older than the former, 
but in habit perfectly the same, barefooted, close 
shaved, and of the same complexion, stood playing 
with both his hands near the middle of the harp, in a 
manner seemingly less agitated than in the other. I 
went back to my first harp, verified and examined my 

drawing in all its parts There still remained 

a third harp of ten strings. Its precise form I do not 
well remember, for I had seen it but once when I 
first entered the cave, and was now preparing to copy 
that likewise. I do not recollect that there was any 
man playing upon this one ; I think it was rather 
resting upon a wall, with some kind of drapery upon 
one end of it, and was the smallest of the three. But 
Lam not at all so certain of particulars concerning 
this as to venture any description of it. What I have 
said of the other two may. be absolutely depended 
upon. I look upon these harps, then, as the Theban 
harps in use in the time of Sesostris, who did not re- 
build, but decorate ancient Thebes. I consider them 
as affording an incontestable proof, were they the only 
monuments remaining, that every art necessary to 
the construction, ornament, and use of this instrument 
was in the highest perfection ; and if so, all the others 
must have probably attained to the same degree. . . . 
These harps, in my opinion, overturn all the accounts 
hitherto given of the earliest state of music and 
musical instruments in the East, and are altogether, in 
their form, ornaments, and compass, an incontestable 
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proof, stronger than a thousand Greek quotations, 
that geometry, ' drawing, mechanics, and music were 
at the greatest perfection when this instrument "vVas 
made, and that the period from which we date the 
invention of these arts was only the beginning of 




Harp with ten strings. 



the era of their restoration. This was the sentiment 
of Solomon, a writer who lived at the time when this 
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harp was painted. ' Is there,' says Solomon, ' any- 
thhig whereof it maybe said, See, this is new?- It 
has been ah-eady of old time, which was before us ' 
(Eccles. chap, i, v. 10)."^ 

From Brace's remark that the harp with thirteen 
strings " wanted only two strings of having two com- 
plete octaves," it is evident he took it for granted that 
the Egyptians tuned their harps in our diatonic order 
of intervals. Sir Gardner Wilkinson entertain^ the 
same opinion. He says that the harps "are seldom 
represented in the sculptures with more than two 
octaves "^ — a statement which implies that he must 
be acquainted with the intervals in which they were 
tuned. There is, however, no farther indication in 
Sir G. Wilkinson's work of his having really made so 
interesting a discovery. 

Dr. Barney, in speaking of the harp with thirteen 
strings, expresses himself cautiously, as might be ex- 
pected from an experienced musician. He says, 
"With respect to the number of strings upon this 
harp, if conjectures may be allowed concerning the 
manner of tuning them, two might be offered to the 
reader's choice : the first idea that presented itself at 
the sight of thirteen strings was, that they would 
furnish all the semitones to be found in modern instru- 
ments, within the compass of an octave, as from C to 
c, D to d, or jEJ to e. The second idea is more Grecian, 
and conformable to antiquity, which is, that if the 
longest string represented Proslambanomenos, or D, 
the remaining twelve strings would more than sup- 
ply all the tones, semitones, and quarter-tones of the 



1 Travels to Discover the Source of the Nile, by James Bruce, of 
Kinnaird, London, 1790, vol. i. p. 127. 
2 The Manners and Customs of the Ancient Egyptians, vol. ii. p. 282. 
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Diatonic, Chromatic, and enharmonic genera of the 
ancients, within the compass of an octave ; but, for 
my part, I should rather incline to the first arrange- 
ment, as it is more natural, and more conformable to 
the structure of our organs, than the second ; for, with 
respect to the genera of the Grreeks, though no certain 
historic testimony can be produced concerning the 
invention of the Diatonic and Chromatic, yet ancient 
writers are unanimous in ascribing to Olympus, the 
Mysian, the first use of the Enharmonic ; and though 
in the beginning the melody of- this genus was so 
simple and natural as to resemble the wild notes and 
rude essays of a people not quite emerged from bar- 
barism, yet in aftertimes it became overcharged with 
finical fopperies and fanciful beauties, arising from 
such minute divisions of the scale as had no other 
merit than the difficulty of forming them. Another 
conjecture concerning the tuning of the thirteen 
strings of the Theban harp, is that they furnished the 
four tetrachords, Hypaton, Meson, Sijnemmenon, and 
Diezeugvienon, with Proslambanomenos at the bottom. 
Thus : 



m 



1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, IS."^ 

Burney's determination of the thirteen intervals in 
accordance with the Greek system might be correct 
if the harp dated from time of the Ptolemies ; but 
it is a thousand years older. At that early period 
the pentatonic series was, as we have seen, most likely 
the usual one in Egypt. Even the scale of Olympus 



3 Burney's ' History of Music,' vol. i. p. 216. 
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of Mysias, to which Burney aUudes, was of a similar 
stamp. To determine with accuracy how the intervals 
on the harp with thirteen strings were ordered, is 
impossible. Perhaps the lowest two may have con- 
sisted of the tonic and dominant; thus, supposing the 
deepest note to have been c — 

c, g \ c, d, e, g, a \ c, d, e, g, a \ c. 

Or two of the strings may have been tuned in inter- 
vals foreign to the pentatonic scale — i.e. in semitones 
or even smaller divisions. The occasional introduc- 
tion of intervals foreign to the usual scale appears 
probable from the 
fact of one or two 
strings on some 
of the harps be- 
ing coloured, or 
placed more dis- 
tant from the rest. 
The Theban harp 
with ten strings 
had most likely 
the pentatonic se- 
ries repeated in 
the octave. 

A kind of harp 
with twenty-one 
strings, repre- 

'-' . '■ Pis. 34. Egyptian harp in the Pans Museum. 

sented in the en- 
graving fig. 34, was discovered in a well-preserved 
condition, and is now. deposited in the Paris Museum. 
In the engraving is also shown the manner in which 
the strings are fastened on this instrument. 

All these harps, however different they are from 
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each other in form, have one pecuharity in common 
-!— the absence of the fore-pillar. 

The name of the harp was buni, or beni. In ' De- 
scription de I'Egypte ' it is called tebouni; but the firs,t 
syllable is only the article prefixed to the substantive, 
te-buni. The name may possibly have been used to 
designate stringed instruments in general. It has no 
resemblance to our word harp, which may be traced 
in the languages of almost all European nations. The 
Celtic races, however, have a dififerent word for it. 
In Welsh the harp is called teylin, and in Irish clar- 
seth. Conran asserts, however, that the Welsh name 
teylin is derived from the Irish language.* 

In the Egyptian paintings the words selc an ben, 
"scraper on the harp," have been found written in 
hieroglyphs over the figure of a harper.* 

THE TRIGONON. 



The instrument, fig. 35, is most likely the trigonon, 
or triangular harp, mentioned by several classical 
authors. Burney, in his 'History of Music,' gives a 
drawing of a trigonon with ten strings. He observes 
that it is called by Sophocles a Phrygian instrument, 
and that a certain musician of the name of Alexander 
Aiexandrinus was so admii-able a performer upon it, 
that when exhibiting his skill in Kome he created the 
greatest /wrore. Burney further remarks : " The per- 
former being a native of Alexandria, as his" name 
implies, makes it probable it was an Egyptian instru- 
ment upon which he gained his reputation at Eome,"® 



* The National Music of Ire- 
land, by Michael Conran, Dub- 
lin, 1848, p. 97. 
6 Introduction to the Study of the 



Egyptian Hieroglyphs, by Samuel 
Bil-ch, London, 18-57, p. 269. 

6 Burney's History of Music, 
vol. i. plate v. fig. 5. 
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— an opinion which is corroborated by the discovery 
of the instrument shown in our engraving. The 
trigonon ought, however, more properly to be classed 





Fig. 35. Trigonon. 



Fig. 36. Kind ol trigonon. 



with the lyre than with the harp, because it partakes 
more of the character of the former instrument. A 
similar stringed instrument is the harp represented on 
the old Persian sculptures described by Sir Robert 
Ker Porter, which I have already noticed. 





Fig. 37. 



Instruments of the trigonon kind. 



A curious stringed instrument of a semicircular 
shape (see fig. 37,) was discovered in the year 1823 

o 2 
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afc Thebes. It was mounted with twenty strings of 
catgut, whicli still emitted sound when made to vibrate. 
Its wooden frame was covered, with red leather. It 
had no tuning-pegs ; the strings were affixed to the 
upper part of the frame, and were tuned by being 
wound round a rod which was inserted into the lower 
part of the frame. 

Some of the representations of the Grecian trigonon 
which we find in our Histories of Music exhibit the 
instrument in the shape of a Greek Delta with three 
bars. In the ancient Egyptian instruments of this 
class, however, the front bar, which would complete 
the triangle, is wanting. 

THE LYRE. 

The lyre of the ancient Egyptians also varies much 
in shape and in the number of strings. Some greatly 





Fig. 38. Lyres held hocizontally. 

resemble the Assyrian lyre ; others are of a diiferent 
shape, and are held perpendicularly instead of hori- 
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zoutally. The frame was not unfrequently ornamented 
with the carved head of the horse, gazelle, or other 
favourite animal. Some 
lyres, like that represented 
in the engraving fig. 39, 
have been found in a re- 
markably perfec't state of 
preservation, and are now 
in the Museums of Berlin 
and Leyden. That in the 
Berlin Museum (iig. 40) is 2 
feet high ; its body is about 
10 inches high and about 
15 inches broad. It ap- 
pears to have had thirteen 
strings instead of ten, like 
that shown in fig. 39. 
The lyre in the Leyden '^'^■ 
Museum is simi- 
• lar, but smaller. 
These lyres 
are entirely of 
wood, and the 
frame, as in the 
Assyrian' lyres, 
is made longer 
on one side than 
on the other, for 
the purpose of 

tuning the in- ^'K- l". Lyre in the Berlin Museum. 

strument by sliding the strings upwards or down- 
wards to obtain the pitch required. The strings ot the 
six holes which form the lower row on the lyre in the 
Berlin Museum contained, probably, the principal 



Lyre held perpendicularly. 
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intervals, consisting of the pentatonic scale extendied 
to the octave ; while the strings of the upper row 
were taned in the intermediate semitones, or other 

small subdivisions. 

In the engraving, fig. 
41 J is shown also the 
under part of the instru- 
ment. 

The lyres as well as 
the harps, appear gener- 
ally to have been tuned 
in the pentatonic order, 
without the addition of 
any foreign intervals. 
The most usual number 
of strings on the harps 
represented in the paint- 
ings is, according to Sir 
G. Wilkinson, seven — 
this number " being 
found in seven out 

Fig. «.. Lyre in the Leyaen Museum. ^^ tweuty-OUe harpS."' 

There is, however, no reason to suppose the seven 
strings to have been tuned in the seven intervals of 
our diatonic scale ; because in this scale the octave is 
so imperatively demanded by the seventh, that the 
impression is very unsatisfactory if the scale is re- 
stricted to seven intervals instead of eight — a fact 
which is so universally felt wherever the diatonic 
scale is in use, that we do not meet with instru- 
ments, even among savage nations, in which it is 
made to stop short at the seventh. Moreover, we 




7 Athenaeum, April 14, 1860. 
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have already seen that in such matters not much 
reliance can be placed on the fidelity of the painted 
and sculptured records. Of the hefore-iiientioned 
actual instruments discovered, the small harp with 
twenty strings, found at Thebes, appears to have had 
the pentatonic scale running through four octaves ; 
and the harp with twenty-one strings, in the Paris 
Museum, had probably the same order of intervals^- 
with the addition of the key-note at the top. 

Still, it may be suggested, is it not probable,' frpm 
the fact of seven strings occurring most frequently, 
that the Egyptians tuned their harps in the same 
diatonic series of intervals which the Greeks formed 
by two conjunct tetrachords ? 

The Greek tetrachord consisted of a semitone and 
two ivhole tones, like 



or. 



^^^fe^^l 



The tetrachords were combined in two different ways 
viz.,. either as disjunct tetrathords, constituting a dia- 
tonic series, of eight notes ; or as conjunct tetrachords, 
containing only seven notes. 

Disjunct Tetrachords. Conjunct Tbtrachohds. 



fe 



3^j^^^^Eia=^ izi=j=B 



^ 



It will be seen from the above example that in the 
conjunct tetrachords the highest note of the first tetra- 
chord is also the lowest note of the second. 

Now, there is a prevailing opinion among musical 
historians, that the Greeks "derived their musical 
system from the Egyptians. Pythagoras, and other 
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philosophers and theorists, are said to have studied 
music in Egypt. I beUeve, however, that the Egyptian 
influence upon Greece, as far as regards music, has 
been greatly overrated. Not only do the more per- 
fect Egyptian instruments, such as the larger- harps, 
the tamboura, and others, appear never to have been 
much in favour with the Greeks ; but almost all the 
stringed instruments which the Greeks possessed are 
stated to have been originally derived from Asia. 
Strabo (book x., c. 3) says : " Those who regard the 
whole of Asia, as far as India, as consecrated to 
Bacchus, point to that country as the origin of a great 
portion of the present music. One author speaks of 
' striking forcibly the Asiatic kithara,' another calls 
the pipes Berecynthian and Phrygian. Some of the 
instruments also have foreign names, as Nabla, Sam- 
buka, Barbiton, Magadis, and many others." 

We know at present little more of these instruments 
than that they were in use in Greece. Concerning their 
form and construction there prevails much diversity 
of opinion. Of the Magadis it is even not satisfac- 
torily ascertained whether it was a stringed or a wind 
instrument. The other three are known to have been 
stringed instruments. But they cannot have been 
such universal favourites as the lyre, since this instru- 
ment, and perhaps the trigonon, an inferior kind of 
harp, are almost the only stringed instruments repre- 
sented in the Greek paintings on pottery and other 
monumental records. If, as might perhaps be sug- 
gested, their taste for beauty of form induced the 
Greeks to represent the elegant lyre in preference to 
other stringed' instruments, we might at least expect 
to meet with the harp-^an instrument which equals, 
if it does not surpass, the lyre in elegance of form. 
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The representation of Polyhymnia with a harp, 
depicted on a splendid Greek vase now in the 
Munich Museum, may be noted as an exceptional 
instance. This valuable relic dates from the time of 
Alexander the Great. A drawing of it is given in 
'Elite des Monuments C^ramographiques, par. Ch. 
Lenormant et J. de Witte ' (Paris : 1846), vol.' ii. 
plate 86. The instrument is, in Construction as well 
as in shape, exactly like the Assyrian harp. It has 
thirteen strings. Polyhymnia is touching them with 
both hands, using the right hand for the treble and 
the left for the bass. She is seated, holding the 
instrument in her lap. Even the httle tuning-pegs, 
which in number are not in accordance with the 
strings, are placed on the sounding-board at the upper 
part of the frame, exactly as on the Assyrian harp. 
If, then, we have here the Greek harp, it was more 
likely an importation from Asia than from Egypt. In 
short, as far as can be ascertained, the most complete of 
the Greek instruments appear to be of Asiatic origin. 

Again, it is remarkable that many of the Greek 
musicians whose fame is recorded in history were 
natives of Asia Minor, or of some island adjacent to 
it. Marsyas, for instance, was a Phrygian ; Ter- 
pander, Arion, Sappho, were natives of the island of 
Lesbos. Olympus, recorded as the inventor of the 
old enharmonic scale, was a native of Mysias, also in 
Asia. This Olympus, Who lived about 1250 years 
before Christ, was a celebrated composer as well as 
performer on the flute. The invention of the old 
enharmonic scale, wliich is, as we have seen, the same 
as the pentatonic, was probably in later times attri- 
buted to him, because he composed beautiful melodies 
founded on this scale, which were still known and 
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admired at the time of Plato, Aristotle, and even as 
late as Plutarch. For a more detailed account of this 
musician, who must not be mistaken for another dis- 
tinguished Greek performer on the flute of the same 
name, who flourished about four centuries later, I must 
refer the reader to Burney's ' History of Music,' vol. 
i. p. 280. 

Further, it ought to be borne in mind that the 
theories of Greek musicians and philosophers wliich 
have been preserved to us, date from a period about a 
thousand years later than the time of Olympus of 
Mysias — the oldest of these treatises being one by 
Aristoxenus, written not much earlier than three 
hundred years before the ChfietiaTi era. The Greeks 
were a jemarkably enterprising and progressive 
nation ; whatever they borrowed from other nations 
they soon farther developed and expanded. The 
Egyptians, on the other hand, considered it unlawful 
to introduce any reforms. If, then, the musical 
systems of the Greeks and Egyptians were identical, 
this was much more likely the case at the time of 
Olympus than at the time of those theorists whose 
S'peculations have been transmitted to us. 

Terpander (b.c. 650) is said to have been the flrst 
of the Greek musicians who used seven strings on the 
lyre, wliich, before his time, was usually strung with 
four or five strings. The order of intervals in which 
he tuned his instrument is recorded to have been the 
following : — 



i 



r^ 



Some historians mention Orpheus (b.c. 1300) as the 
musician who flrst employed seven strings on the lyre. 
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However this may be, thus much is evident, that the 
arrangement of the intervals on Terpander's instru- 
ment nearly approaches the scale of Olympus, who 
lived about six centuries ^before Terpander ; and that 
the further we go back towards the earliest period 
the more traces we find of the pentatonic scale. 
Jythagorus (b.c. 550) is recorded to have added an 
eighth string to the lyre, and to have introduced a 
diatonic order of intervals, consisting of two disjunct 
tetrachords. As he is said to have acquired his know- 
ledge in Egypt, some writers have precipitately con- 
cluded therefrom that his innovation on the lyre was 
an introduction from Egpyt- All evidence, however 
in support o£ this opinion is wanting, while every 
ascertainable fact tends, as we have seen, to the oppo- 
site conclusion. 

After these statements, I leave it to the reader to 
decide whether those seven-stringed Egyptian harps, 
dating from a very early period, were not more likely 
tuned according to the pentatonic order of intervals, 
than in two conjunct tetrachords like the heptachord 
of the Greeks. 

THE TAMBOURA. 

The body of the Egyptian tamboura was either 
oval, or with the sides slightly incurved, somewhat 
like our guitar or violin. We find the latter shape 
also in some of the Hindoo instruments. The tuning- 
pegs of the Egyptian tambouras are not indicated in 
the paintings ; perhaps because they were situated at 
the back of the neck, as they are on some Hindoo 
instruments of a similar class ; or the artist may have 
omitted them through carelessness. In the figure of 
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the tamboura, occurring in the hieroglyphics to which 
I have alluded, they are distinctly indicated. In the 




Fig. 42.' Tamboura. 



Fig. 43. 



Tamboura. 



earlier writings the instrument is made with four 
p^s, thus — Ji , and in the later ones it has only two, 



f 




thus- 



i 



If we suppose the 



pegs to have been pushed 
through holes so far as to stick 
out on the opposite side of the 
neck — as from the representa- 
tions appears probable — the 
former could have had but two 
pegs and the latter only one. 

On a tamboura sculptured on . 
an ancient obelisk now in Eome, 
dating from about 1500 B.C., of 
Tamboura supported by a strap, whicli a description is giveu in 



Fig. 44. 



Chap. V. 



THE TAMBOURA. 



205 



Barney's History, accompanied by a drawing of the 
instrument, from Avhich fig. 45 is a reduced copy, 
there are tuning-pegs for four strings, or for two only, 
It is probable that the number of strings varied; 
three is believed to have been the 
usual number. They were perhaps 
tuned in the tonic, fifth, and octave, 
like some modern Oriental instru- 
ments of a similar kind. 

The tamboura was played with a 
plectrum, and appears to have been 
sometimes, if not always, provided 
with frets. In the British Museum is 
a fragment of a fresco, obtained from a 
tomb in the Western Hills of Thebes, 
on which two female performers on 
the tamboura are represented. The 
painter has distinctly indicated th^ 
frets. On one of the instrumert 
they are limited to the upper hi 11 1 
of the neck ; on the other they e 
tend down the neck as far as to tl 
body of the instrument. There 
also in the British Museum a small 
Egyptian vase in terra-cotta, from 
Thebes, 8| inches high, which re- 
presents a female standing and play- Pig. 45. Tamboura from 

7 . , , ji ,. , an Egyptian obelisk. 

ing a tamboura, whereon tlie frets 
are distinctly marked over the whole neck, even 
where it extends over the body. If this be a 
faithful representation of the finger-board — and there 
is no reason to doubt its fidelity — a great number of 
strictly defined intervals must have been obtainable 
upon each string. Dr. Birch, of the British Museum, 




206 MUSIC OF THE ANCIENT EGYPTIANS. CHAr. V. 

describes this finely-modelled and well-preserved vase 
as made of a peculiar red ware, which " was probably 
the oldest of all Egyptian pottery." Of the figure he 
says, " Her eyebrows and the accessories of her dress 
are touched up in black paint. This elegant speci- 
men cannot be much later than the eighteenth or 
nineteenth dynasty. The orifice consists of a short 
cylindrical neck, and the interior contains a viscous 
fluid." 

I may remark here that among the ancient Egyp- 
tian figures of pottery are several others with musical 
instruments. These figures are small, seldom above 
6 inches high. Of those which represent deities Dr. 
Birch mentions "the lion-headed goddesses Pashtr 
Merienptah, Bast, and Tafne, wearing the sun's disc, 
a disc and plumes, a serpent, and seated upon a 

throne, holding a sistrum A very common 

type is a grotesque leonine pigmean deity, the sup- 
posed Baal or Typhon, either standing or kneeling, 
holding a sword, or playing on the tambourine. On 
his head are feathers or plumes, and a lion's skin is 
thrown across his back."® 

It has been mentioned in a previous chapter that 
the Egyptian name of the tamboura was nofre, and 
that its figure in ! the hieroglyphics signifies "good." 
Further proof of. this instrument having been held in 
high estimation .may be fouiid in the fact of its figure 
occurring as an ornament on vases and boxes. On 
the upper part of the body of the tamboura appear to 
have been usually four or more sounding-holes. Of 
the two instruments before mentioned in the British 



8 History of Ancient Pottery, by Samuel Birch, London, 1858, 
vol. i. pp. 58, 86. 



Chap. V. 



THE TAMBOURA. 



207 



Museum, the painter has made one with four, and the 
other with six holes, placed in a different order on 
each. Sounding -holes would 
have been of comparatively 
little use had the upper part 
of the body been of parch- 
ment; we may therefore sup- 
pose it to have been of wood, 
as on our guitar or violin. 
Still, in some instances parch- 
ment may have been employed. 
The Egyptians evidently had a 
variety of tambouras, as may 
be gathered from the different 
shapes of the body, the distri- 
bution or the absence of sound- 
ing-holes, and other peculiarities 
observable in the representa- 
tions of this instrument. 

All the Egyptian instruments 
which have hitherto been found 
with the strings preserved had 
them of catgut. If wire strings 
were known to the Egyptians 
they were probably us6d on 
the tamboura, which at the pre- 
sent day is mounted with wire strings by the Arabs 
and other Eastern nations. 

The Egyptians possessed also a tamboura with a 
comparatively short neck, resembling our guitar, or 
rather the Arabian oud. It appears to have been 
less common than the tamboura before described. 
The instrument shown in fig. 47 is, I believe, the 
only one of the kind hitherto discovered. It was 




Pig. 46. An Egyptian box. 
(Berlin Museum.) 
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fouud at Tliebes in a dilapidated condition, without 
tuning-pegs, or indications of its ever having had 
any. The upper part of the body was of parchment. 

The Arabian oiid has no frets. 
Its fourteen strings are of 
lamb's-gut. Two are always 
tuned together in unison; 
consequently there are seven 
different intervals produced 
by the open strings. 

I must not leave unnoticed 
a painting of an instrument 
from an ancient Egyptian 
Pig. 47. Kind of guitar. tomb, uow in tho Berlin Mu- 

seum, described by Drieberg as a guitar. From the 
evident care with which it has been executed, it is be- 
lieved to be a faithful representation in all its details. 
According to the drawing in Drieberg's ' Worterbuch 
der griechischen Musik,' it has se.ven frets. The per- 
former was therefore enabled to produce eight different 
intervals ou each string. The frets are placed at equal 
distances from each other, and the spaces between them 
are painted in various colours. The discovery is, how- 
ever, in my opinion, not so important as some musi- 
cians are inclined to consider it. The instrument is, 
in fact, no other than the common tamboura, except 
that the neck is rather shorter than usual. Neither 
is its accuracy beyond question. The' eight intervals 
could certainly not have been what has been sup- 
posed — a diatonic series, either like the two disjunct 
tetrachords of Pythagoras, or Uke our diatonic scale. 
In order to produce such a series of intervals, the 
stances for the semitones ought to be smaller than 
those for the whole tones. Besides, the frets would 
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require to be nearer together at the lower part of the 
neck than at the upper part. Supposing the distance 
of a whole tone, from the top of the neck to the first 
fret, to have been 4 inches, the distances of the other 
frets, ill order to be in conformity with the diatonic 
scale, would have been nearly as follows : — 

1 — 2. Whole tone .... 4 inches. 



2—3. Whole tone . . 


. . 3i 


3—4. Semitone . . 


. . 1| 


4—5. Whole tone , . 


. . 2i 


5—6. Whole tone . . 


• • 21 


6—7. Whole tone . 


. . 21 


7 — 8. Semitone . . . 


. . 1 



If, on the other hand, the frets were equidistant, as 
they are represented, only the step from the open 
string to the first fret would have constituted a whole 
tone ; the step from the first fret to the second would 
have exceeded a whole tone ; and each following step 
would have produced a larger interval than the pre- 
ceding one, so that the lowest would have embraced 
several whole tones. It seems surprising that these 
simple facts could have been overlooked by those 
inquirers who place implicit reliance on the correct- 
ness of the representation in question. 

PECULIAR STRINGED INSTRUMENTS. 

Some of the stringed instruments of the ancient 
Egyptians differ too much from our own of the present 
day to be classed with any of them. One of these, 
when played upon, was borne upon the shoulder of 
the performer. In shape this curious instrument is not 
very unlike some of the small Egyptian harps with 
which we have already become acquainted. Some 
portions of such instruments may be seen in the 

p 
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British Museum. The best, preserved of these, 
shown in the accompanying engraving (fig. 49), is 
about 3 feet in length and 16 inches in height 



It 






Fig. 48. 



Kind of harp. 




' Fig. 50. 



Instrument with five strings. 



is entirely of wood, except that 
the body is covered with parch- 
ment. The tuning-pegs show that, 
like the preceding one, it must 
^ have been mounted with four 
^ strings. In the great French work, 
'Description de I'Egypte,' there is 
a drawing of one of these instruments, in which five 
strings are given to it. 
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Another curious instrument of the ancient Egyp- 
tians (fig. 50) .resembles in construction the sancho, 
a small stringed instrument of the negroes of Guinea*' 
It likewise bears a resemblance to the valga, found in 
Senegambia, Guinea, and other districts of Western 
Africa — ^an instrument which is also known by other 
names, as wambee, kissumba, &c. The only difference 
in construction between the above Egyptian instrument 
and the valga is that the neck of the latter consists oi 
several canes, generally five. These are stuck into 
holes in the under part of the body of the instrumenr, 
and can be pushed in or drawn out independently o 
each other. As each string is affixed to the extreme 
end of one of the canes, it can be tightened or slack- 
ened by drawing 
the cane further ^ snofv 
out, or pushing it 
deeper in ; in this 
way it is tuned. 
The strings are 
apparently made 
of the fibre of 
a creeping plant. 
Some travellers 
describe them as 
derived from the 
fibrous root of a 
tree. 

Remains of the Egyptian instrument under our 
notice have been discovered in tombs, in the condi- 




Flg. 51. Eemains o{ Egypiian ringed instruments. 



9 Herr v, Henglin has recently met 
with the same instrument among the 
negro tribes inhabiting districts west 
of the Bahr-el-Abiad. See Dr.Peter- 
mann's ' Mittheilungen fiber wichtige 



neue Erforschungen aut dem Ge- 
sammtgebiete der Geographie,' Gotha, 
1863; where a drawing of the in- 
strument is given. 

p 2 
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tion shown in fig. 51. Two of these are in the 
British Museum ; and the smallest one, with five pegs, 
is in the Berlin Museum. 

The next instrument to be noticed is a kind of lyre, 
about 6 ft. high, which stood on the ground, and, 
like the harp, was played upon with both hands, 
one on each side of the instrument. From its close 
resemblance to some Greek lyres (see Forkel's ' Ges- 
chichte der Musik,' vol. i. tab. ii. 21 ; Hawkins's 
'History of Music,' vol. i. plate ii. 8; Burney's 




Fig. 52. 



Kiad of lyre. 



Fig. 53. Peculiar in&trument. 



'History of Music,' vol. i. plate v. 8), and from the 
number of the strings — eight being an unusual 
number on the instruments of the ancient Egyptians 
— as well as from its rare occurrence among the 
Egyptian instruments, it appears to date from a later 
period than the others, and to have been, perhaps, 
introduced from Greece. 

The instrument fig. 53 is too indistinct to reveal its 
real nature. The performer might just as well be 
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taken for a man poking a burning faggot, as for a 
musician producing sweet sounds. Possibly the 
instrument — for a musical instrument uudoubtedly it 
is, because it has been found represented as a com- 
panion to the lyre — may be a kind of dulcimer. Or, 
even more likely, it may be a harmonicon, constructed 
of a series of metallic bars, or of wooden slabs, 
arranged according to a certain order of intervals. 
Instruments of this description are at the present day 
common in several countries of Asia and Africa. 
Various kinds of them are found, especially in Java, 
Siam and Burmah. Also the balafo, a favourite 
instrument of the negroes in Africa, belongs to the 
same class. Indeed, the construction of the harmo- 
nicon suggests itself so naturally wherever fondness 
for music and some ingenuity are combined, that it is 
scarcely likely the Egyptians should have been un- 
acquainted with it, especially as they evidently were 
more advanced in music than some of the nations 
which possess this instrument. 

Although they are all constructed on the same 
principle, there is a wonderful variety in the appear- 
ance, character of tone, and degree of completeness of 
the harmonicons found in different parts of the world. 
Those of the Egyptians may therefore have been in 
many respects different from any in use at present. 

THE PIPE. 

Small pipes of the ancient Egyptians have repeat- 
edly been discovered, made of reed, usually with four 
finger-holes, but sometimes with three, five or more. 
Above a dozen of them may be seen in the Leyden 
Museum. There are also examples in the British 
Museum, one of which has seven holes burnt in at the 
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side. Two straws were found with it, of nearly the 
same length as the pipe, which is about one foot long. 
In some other pipes pieces of a kind of thick straw, or 
similar material, have also been found inserted into 
the tube, obviously serving for a similar purpose as 
the so-called reed in our oboe or clarionet. The pipes 

lA 



I 



^t°bSBI 



Fig. 61, Reed pipes in the BritiBh Museum. 



in the British Museum are in too imperfect a condi- 
tion to enable us to ascertain from actual sounds 
whether the Egyptian pipes with four finger-holes 
possessed the same pentatouic order of intervals that 
we find in the pipes of the ancient Mexicans and 
Peruvians. 

THE FLUTE. 

The common Egyptian flute was of considerable 
length ; and the performer, who was either standing 
or sitting on the ground, appears to 
have been obliged to extend his arms 
almost at full length in order to reach 
the furthest finger-hole. 

We are informed that the word 
sibi has been found repeatedly in the 
hieroglyphics with the representation 
of the flute, a word which is the 
Coptic name of this instrument. And, 
Fig. 55. as it is also the name of the leg-bone, 

Ancient Egyptian flute. ti ii t j.' -7 ■ 

iike tne JUatin tibia, we may suppose 
that the Egyptian flute, or sebi, was originally made 
of bone. Those, however, which have been found are 
of wood or reed. Judging from the representations. 
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the flute and the siugle-pipe were played almost exclu- 
sively by men. The double-pipe, however, we find 
in the hands of females 
also, as was the case 
among the Assyrians. 

The Egyptians evi- 
dently had various kinds 
of flutes, differing in 
dimension and in the 
number of finger-holes. 
Similar varieties exist 
also among the flutes at 
present in use in Egypt, 
called nay. It must be 
remembered that most of 
the instruments of the 
modern Egyptians have 
been derived from the 
Arabs. Still, some kinds 
of nay appear to be near- 
ly identical with the long 
flute anciently in use in 
Egypt. The most com- 
mon nay of the modern 
Egptians, known as the 
"Dervish flute" — be 
cause it is played by the 
Dervishes to accompany 
the songs at their reli- 
gious dances, called zikrs 

— consists, according to Lane, of " a simple reed, 
about eighteen inches in length, seven-eights of 
an inch in diameter at the upper extremity, and 
three-quarters of an inch at the lower. It is pierced 
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with six holes in front, and generally with another 

hole at the back The sounds are produced 

by blowing through a very small aperture of the 
lips against the edge of the orifice of the tube, 
and directing the wind chiefly within the tube. By 
blowing with more or less force, sounds are produced 
an octave higher or lower. In the hands of a good 
performer the nay yields fine mellow tones, but it 
requires much practice to sound it well."*' 

THE DOUBLE PIPE. 

The double-pipe must have been a favourite instru- 
ment with the ancient Egyptians, because it occurs 
frequently in the representations of musical perform- 
ances. Its name was mam. 

On a fragment of an Egyptian fresco-painting in 
the British Museum, representing an entertainment. 




Fig. 57. Performance on the double-pipe, with a rhythmical aooompaniment 

one female is playing on the double-pipe, others are 
clapping their hands in rhythmical accompaniment, 
and are probably singing, while two are dancing to 

10 An Account of the Manners and I by Edward William Lane, 5th edi- 
Onstoms of the Modern Egyptians, | tion, London, 1 860, p. 362. 
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the music. The foregoing representation (fig. 57) is 
of a similar nature. 

The Greeks and Romans, who were as famihar with 
the douhle-pipe as were the Egyptians, occasionally 
inserted little pegs or tubes into some of the finger- 
holes, apparently for the purpose of regulating the 
or^er of intervals, or the mode in which they intended 
to perform. A drawing of the instrument, with the 
pegs, is given in Burney's ' History of Music,' vol. i. 
plate 6. On the representations of the Egyptian 
double-pipe such a contrivance is not indicated. 

THE TRUMPET. 

The Egyptian trumpet appears to have been usually 
of brass, and of about the same length as the Assyrian. 
The instrument of an unusual shape (fig. 59), appa- 
rently a kind of trumpet, occurs, 
as far as I am aware, only once in 
the representations. If this in- 
strument was made of brass, we 
may suppose the person kneeling 
before the performer, and hold- 
ing his hand to his head, to be 
shielding his ear from the blast. 
In another group of figures, shown 
in the same plate of Rosellini's ^''^i^' common trumpet 

■T of the ancient Egyptians. 

work in which this trumpet occurs, 
is a listener before a performer on the harp, repre- 
sented in exactly the same posture and with the same 
expression as the former. The sounds of the harp 
must have been soft, and the listener is evidently 
intended to express delight at the music. 

This trumpet was therefore probably made of wood, 
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or even of some softer substance, producing sounds 
less loud and faarsh than brass. 





Fig. 



Peculiar trumpet of the ancient Egyptians. 



THE J3RUM. 



Of tlie ancient Egyptian drum we are acquainted 
with three different kinds. The first much resembles 
a small hand-drum at present in use in several 
Asiatic countries. 





Fig. 60. 



The drum. 



Fig, 61. Drum carried on the back. 
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It was from two to three feet in length, covered with 
parchment at both ends, and braced by cords. The 
performer carried it before him, generally by means 
of a band over his shoulder, while he was beating 
with his hands on both ends. 

The other kind of drum (fig. 62) does not appear in 
any of the paintings and sculptures with which we are 
acquainted, but there has 
been found an actual speci- 
men in the excavations made 
in the year 1823 at Thebes. 

It was 1a ffc. high, and 2 ft. 
broad. Like the small drum 
before mentioned, it had cords 
for bracing it. A piece of cat- p. ^^ 

gut encircled each end of the Egyptian arum found at Thebes. 

drum, being wound round each cord, by means of 
which the cords could be tightened or slackened at plea- 
sure, by pushing the two bands of catgut towards or 
from each other. It was beaten with two drumsticks 
slightly bent. The Egyptians had also straight drum- 
sticks with a handle, and a knob at the end. The 
Berlin Museum possesses some of these. 




Fig..63. 



Drumstick in the Berlin Museum. 



The third kind of drum is almost identical with the 
darabukkeh of the modern Egyptians. 

The modern Egyptians have two kinds of this drum. 
One of these is the earthen darabukkeh, principally 
employed by the boatmen of the Nile, as an accompa- 
niment to the zummdrah, a double reed-pipe, as well as 
by some inferior story-tellers and such like persons. It 
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Fig. 64. Three tamboarines and a darabakkeh dram of the ancient Egyptians. 

is from 1 J ft. to 2 ft. in length. The other is described 
by Lane as being made of wood, inlaid with mother-of- 
pearl and tortoise-shell, " covered with a piece of fish's 




Fig. 65. 



The darabukkeh of the modern Egyptians. 



skin at the larger extremity, and open at the smaller,'' 
and about 15 in. in length. This drum is especially 
used in the hareems, and appears to be the most like 
that which we see in the hands of the female, the first 
in the above procession (fig. 64), who probably accom- 
panies her song with its rhythmical sound. 
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THE TAMBOURINE. 



The Egyptian tambourine was either , round, like 
that which is at the present time in use in Europe as 
well as in the 
East, and which, 
as we have seen, 
was also known 
to the Assyrians ; 
or it was of an 
oblong square 
shape, slightly in- 
curved on the 
four sides, and 
entirely different 
from our own 
tambourine. Two 
instruments pf 
this description, 
and one of the 
common kind, are 
represented in the 
engraving fig. 64. 
Sometimes the 
square tambou- 
rine had a bar 
across the mid- 
dle, which divided 
the parchment 
into two equal 
parts, so that it 
was in, fact, a double tambourine. Women appear to 
have played the tambourine more usually than men. 
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Bof, or def, is the name given by the Arabs to a 
square tambourine still in use, especially in the Bar- 
bary States. A parchment of sheepskin is stretched 
on a square frame, and four catgut cords are strung 
over the inside to increase the vibration. This def 
may have been the toph of the Hebrews, as well as the 
square tambourine of the ancient Egyptians. 



TWO PECULIAR INSTRUMENTS OF PERCUSSION. 

The instrument held with the left hand by a man, 
accompanying the performance of two harpers, is 




Fig. 67. 




Fig 68. Instrument of metal. 



An instrument of percussion and two harps. 

most likely a kind of gong, 
which was beaten with a 
piece of ivory or wood. In 
the above engraving is also 
shown the manner in which 
the strings of the harps were 
wound round the tuning - 
pegs. 
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The instrument fig. 68 was most likely constructed 
of metal, to emit, when beaten or shaken, a sound like 
a gong or bell; and perhaps, some loose pieces of 
metal were attached to it, to produce a jingling noise 
noise like that of the sistrum. 

THE SISTRUM. 

The sistrum consisted of a frame of bronze or brass, 
into which three or four metal bars were loosely 
inserted, so as to produce a jingling noise when the 
instrument was shaken. The bars were often made 
in the form of snakes, or they ter- 
minated in the head of a goose, as 
is the case with some sistra in the 
British Museum. Notunfrequently 
a few metal- rings were strung on 
the bars to increase the noise ; and 
the top of the frame was sometimes 
ornamented with the figure of a 
cat. The smallest sistra which have 
been found are about 9 inches in 
length, and the largest about 18 Fig. 69. Twosistra. 
inches. 

The sistrum was principally used by females in 
religious performances ; and it is remarkable that 
even at the present time we find it made use of in a 
similar way by the priests of a Christian sect in 
Abyssinia, where it is called sanasel. Its sound is 
supposed by the priests to drive away the evil spirits, 
and it was specially employed by the ancient Egyp- 
tians for the same purpose. Its Egyptian name was 
seshesh. The designation for instruments of percus- 
sion in general appears to have been kemkem, which 
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Fig. 70. 



Sistra in the Berlin Museum. 







Fig. 71. Sistia vrithont the bars. 
In the British Museum. 



Fig. 72. Model of a sistrum. 
Berlin Museum. 
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is the Coptic name of the taml)ourine. Villoteau, on 

the authority of Jahlonski, helieves cencen to have 

heeu the common name 

of the sistrum ; and he 

sujTgests that its present 

Ethiopian name, sanasel 

{tzenacel, or cenacel), and j^ ^%\ 

also the Hehrew tzeltzelim, ® Hl-. fet\ K 

may have heen derived 

from the same word. 

CROTALA. 

Another curious Egypt- 
ian instrument, serving 
merely for the production 
of rhythmical effects, like 
the crotala of the Greeks, 
or our castanets, consisted 
of two balls or knobs, some- 
times made to represent 
human heads, probably of 
metal, and hollow, to which 
were affixed handles, eithejr 
straight or slightly curved. 
One of these was held by 
the performer in each hand, 
and the heads were struck together, to mark the time 
in instrumental performances or in dances. 

In the engraving fig, 74 a double handle is sur- 
mounted by a double head, which may have contained 
some loose pieces of metal to increase the effect. 

Crotala, clappers, or castanets, were made use of by 
most ancient nations in religious performances, and are 

Q 




Pig. 73. 
Abyssinian priest with s&nasel. 
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still thus used, even in the Christian Church. Tlie 
Koraau Catholics in Santo Domingo repair on Easter 
Eve to the cathedral, provided with the pata, a wooden 




Pig. 74. 



Men dancing to rhythmical sound of crotala. 



dapper. Daring the service, at the moment when the 
darkness of the place is dispelled hy the sudden admis- 
sion of many lights, the people hail the commence- 
ment of Easter hy clatteriug with their clappers, and 
dancing and jumping about in the church. Similar 
customs prevail in other Eoman Catholic countries. 
In Spain these instruments were made usually of 
chestnut (castana) ; hence the name castanei. 

CYMBALS. 

The Egyptian cymbals closely resembled our own 
in shape. There are two pairs of them in the British 
Museum. One pair is, accoi?ding to the Museum 
Catalogue, 5} in. in diameter, and the cymbals are 
united by a band of linen. 
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TUe other pair Avas found in a coffin enclosing the 
mummy of Auldihape, a sacred musician, and is 
deposited in the same case with the mummy and 




Fig. 75. 



Egyptian cymbals in the British Museum. 



coffin. In the Catalogue these cymbals are descriDed 
as being of bronze ; but it is probable that brass also, 
and even an admixture of silver, was sometimes used 
in the fabrication of such instruments. 



BELLS. 

Among the Egyptian antiquities in the British 
Museum are also some small bells of bronze, of which 
four are represented in the woodcut fig. 76. The 
largest is 2J in. in height, and the smallest three- 
quarters of an inch. 

The face with the, protruding tongue on the largest 
represents Typhon, the evil spirit of the ancient 
Egyptians. All the bells appear to have had clap- 
pers, and some of them have a small hole at the side 
near the top wherein the clapper was fastened, as is 
actually the case with the lowest of the two small 
ones shown in the engraving, in which the clappibr. 

Q 2 
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still exists. This bell is remarkably well preserved, 
and its tinkling can scarcely have been more clear 
some thousand years ago than it is at present. 




Fig. 76. Small b'ella of the ancient Egyptians. 

Besides these bells there is another in the same 
collection, in a more corroded condition, on which 
also the head of Typhon is exhibited. It therefore 
appears probable that the bells were employed in 
religious observances for a somewhat similar purpose 
as the sistrum. 

VOCAL AND INSTRUMENTAL PERFORMANCES. 

The information on the' music of the Egyptians 
obtainable from the wpj^ks of ancient writers is, in- 
deed, but scanty; nevertheless, in connection with 
the representations depicted on the monuments, it is 
not without importance. Herodotus, Plato, Diodorus 
Siculus, and Strabo, each visited Egypt, and most 
probably ascertained personally what they record. 
Their accounts are on some points at variance ; this 
may, however, be accounted for by the circumstance 
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of nearly five hundred years intervening between the 
time when Herodotus visited Egypt and Strabo's 
travelling there ; or from one historian alludifl^ 
especially to sacred, and another to secular music, or 
to music in general. 

Herodotus (born 484 e.g.) relates that among the 
several festivals celebrated by the Egyptians during 
the year, in different towns, in honour of their gods, 
one of the most important was the festival held in 
the city of Bubastis for the worship of Diana. On 
this occasion " men and women embark together in 
great numbers. During the voyage some bi the 
women beat upon small drums, while some of 
the men play-en the flute. The rest of the people, 
of both sexes, sing, clapping their hands together at 
the same time." 

Further, Herodotus .relates : "Among other me- 
morable customs the Egyptians sing the song of 
Linus, like that which is suug in Phoenicia, Cyprus, 
and other countries, where, however, it bears a 
different name. But the person they praise in this 
song is evidently the same whom the Greeks cele- 
brate under the name of Linus. Among the many 
wonderful things I have met with in Egypt this one 
astonishes me especially, whence they can have 
obtained the song of Linus ; for they seem to have 
celebrated him thus from time immemorial. The 
Egyptians call him Maneros, and they say that he 
was the only son of the first king of Egypt. Happen- 
ing to die in the prime of life, he is lamented by the 
people in this dirge, which is the only song of 
the kind they possess in Egypt." 

In explaining the character of the Egyptian god 
Osiris, who was put to death by Typhon, but returned 
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to life agaui, though uot upon earth, Mr. Sharpe 
observes : " The death of Osiris was piously lamented 
by Isis and her sister Nephthys ; and once a year the 
Egyptians joined their priests iu a melancholy pro- 
cession through the streets, singing a doleful ditty 
called the 'Maneros,' or 'Song of Love,' which was 
to console the goddess for the death of her husband, 
.... This story the Greeks copied, and have given 
us in the form of the loves and lamentations of 
Venus, a goddess, for Adonis, who was a mortal. 
The boar which killed Adonis is no other than the 
hippopotamus Typhon."^ 

Howevef this may be, there is at least no doubt that 
the song of Linus was introduced on joyful occasions 
also. Homer mentions its being sung at a vintage : — 

To this one pathway gently winding leads, 
Where march a train with baskets on their heads 
(Fair maids and blooming youths), that smiling bear 
The purple product of the autuinnal year. 
To these a yotith awakes the warbling strings, 
Whose tender lay the fate of Linus sings ; 
In tneasured dance behind him move the train, 
Tune soft the voice, and answer to the strain. 

(Pops s 'Jliafl,' xviii. 650). 

A similar air appears at the present day to be 
sung on festive occasions in the north of Persia. 
Mr. Alexander Chodzko states that in Gliilan it is 
the custom on New Year's Day for, boys to sing 
felicitations before the doors of the people. "It is 
remarkable that amongst these joyous songs there 
is a sad one on the death of some foreigner. Its 
doleful, lengthened tune draws forth a reluctant tear 
even from the eyes of au indifferent hearer ; and the 



1 Egyptian Mythology and Egyptian Christianity, by Samuel 
Sharpe, London, 1863, p. 10. 
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impression is the more touching as all around is joy- 
ful. On hearing it, one is put in mind of the coffin 
which the ancient Egyptians carried around the tahles 
at their gayest banquets. Their song ' Maneros ' 
must liave been something lilie the one here alluded 
to."^ 

In one or two European conutries also we meet 
with similar performances. The vocero of the country- 
people in Corsica, for instance, is a dirge lamenting 
the death of a beloved brother or friend. Grego- 
rovius relates that daring his stay at Calvi he was 
one night awakened by hearing the vocero sung in the 
streets by some young men, which was intended as 
a serenade for a young girl, an inmate of the house 
in. which he resided. He says: "Singular that a 
young girl should be serenaded with dirges ; and 
the proper serenade itself, with which they com- 
menced, was as mournful as a vocero. It is impos- 
sible to tell how overpoweringly touching is the 
solemn melancholy of this music in the stillness of 
the night — the tones are so wailing, so monotonous, 
and long drawn out. The first voice sang solo, then 
the second joined, and the third, and at last the 
whole band. They sang in recitativo, as they sing 
in Italy the ritornello. In the ritornello, too, senti- 
ments not meant to be melancholy are sung in an 
almost plaintive strain ; but when this in itself 
melancholy kind of music is applied to the vocero, 
the whole soul is thrilled with sadness. ... I shall 
never forget the dirges of that night in Calvi. "^ 



2 Specimens of the Popular 
Poetry of Persia, by Alexander 
Chodzko, Esq., London, 1842, 
p. 467. 



3 Wanderings in Corsica, 
translated from the German of 
F. Gregorovius, by A. Muir, 
Edinburgh, 1855, vol. ii. p. 31. 
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Considering that Corsica, as well as Sardinia, was, 
at an early period, colonized by tlie Phoenicians, it 
is not improbable that the vocero may originally 
have been the Maueros which, according to Hero- 
dotus, . was popular among the Phceuicians also. 
Superstitious and usages, apparently of Phoenician 
origin are said to be still existent in Corsica and 
Sardinia. A detailed account of those of the Sardes 
is given by Bresciaui iu his work entitled ' Dei Cos- 
tumi deir Isola di Sardegna, comparate cogli anti- 
chissimi Populi Orientali,' published at Naples in 
1850. The national musical instrument of the 
Sardes, the lionedda, is a kind of double pipe, which 
bears a greater resemblance to the instruments of 
this class which were in use among the ancient 
Easter nations than to any instrument at present 
found in other European, countries. But, even 
independently of these facts, the observation of 
Herodotus respecting the far-spread popularity of 
the song of Linus is very suggestive, and deserves the 
especial consideration of musical historians. 

On another occasion he mentions that at the fes- 
tival of Osiris, the Bacchus of the Egyptians, they 
had processions, the women ^nging and carrying the 
images, preceded by a player on the flute.* And in 
describing the customs of the Lacedaemonians, he 
observes : " In this respect they resemble the Egyp- 
tians : their heralds, musicians and cooks succeed to 
the professions of their fathers; thus a musician is 
the sou of a musician, a cook of a cook, and h herald 
of a herald. Neither may others on account of the 
fine quality of their voice apply themselves to the 



* Herodotus, Euterpe. 
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profession of music, but each adheres to the profession 
of his father."^ 

The division of the people into castes must have 
greatly impeded the development of music as an art. 
There is nothing, except a physical disqualification, 
to prevent the children of a cook or of a smith be- 
coming as expert in their vocation as their father. 
But in an art like music, where talent and genius 
are required, it is very different. These gifts, like 
mental powers, are rarely transmitted from father to 
son. It is true we meet with a few instances in the 
history of our music where a family has produced 
talented musicians through several generations. This 
was the case with the Bach family, and also with the 
Mozarts. Leopold Mozart, the father of the great 
Mozart, vms a distinguished musician ; and Wolfgang 
Amadeus, the youngest son of the great Mozart, has 
written compositions which might have made him 
celebrated if his name had not been Mozart. But 
these instances are quite exceptional : on the other 
hand, many could be cited where the children of dis- 
tinguished composers and performers have proved 
entirely devoid of any talent, and even capacity for 
music. If, as Heredotus says, the possession of a 
fine voice did not entitle a person not belonging to 
the caste of musicians to dedicate himself to the art, 
good professional singers must indeed have been 
scarce in Egypt, since they are by no means nume- 
rous even in countries where such restriction does not 
exist. 

Plato lived about 400 years b.c. As he is said to 
have sojourned in Egypt thirteen years, and as he 



s Herodotus, Erato. 
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appears to have studied music scieutiiically, liis infor- 
mation must be considered especially accurate and 
valuable. In tlie second book of the ' Laws,' written 
in the form of a dialogue, he remarks on the subject 
as follows : — 

" Athenian Guest. — The plan which we have been 
laying down for the education of youth was known 
long ago to the Egyptians, that nothing but beautiful 
forms and fine music should be permitted to enter 
into the assemblies of young people. Having settled 
what those forms and what that music should be, 
they exhibited them in their temples ; nor was it 
allowable for painters or other imitative artists to 
innovate or invent any forms different from what 
were established ; nor is it now lawful, either in 
painting, statuary, or any of the branches of music, 
to make any alteration. Upon examining, therefore, 
you will find that the pictures and statues made ten 
thousand years ago are in no one particular better 
or worse than what they make at the present day. 

" Glinias. — You say what is wonderful. 

" Athen. — Yes, it is in the true spirit of legislation 
and policy. Other things practised among that 
people may perhaps be blameable, but what they 
ordained about music is right ; and it deserves con- 
sideration that they were able to make laws about 
things of this kind, firmly establishing such melody 
as was fitted^ to rectify the perverseness of Nature. 
This must have been the work of the Deity, or of 
some divine man ; as, in fact, they say in Egypt 
that the music which has been so long preserved was 
composed by Isis, and the poetry likewise." 

From these observations it is evident not only that 
the Egyptians considered some kind of music capable 
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of corrupting the morals of the people, but also that 
in Plato's time the character of the Egyptian music 
was different from that of the Greek, and that Plato 
admired it greatly. 

Diodorus, who visited Egypt about 60 years B.C., 
mentions the invention of the lyre, by Hermes, and 
that the god adopted three stiings for this instrument 
in allusion to the three seasons of the year. The 
highest of the three different sounds produced by the 
strings represented Summer; the lowest, Winter; 
and the intermediate one, Spring. He also tells us 
of the miiversal mournings of the Egyptians on the 
death of a king. On such an occasion the temples 
were closed, and all feasts and solemnities forbidden, 
for the period of seventy-two days. Men and women, 
sometimes several hundred together, walked about, 
twice a day, throwing dust upon their heads, and 
singing mournful songs in praise of the deceased 
monarch. Diodorus observes also .that it was not 
customary for the Egyptians to practise music, be- 
cause they considered it effemiLate and undesirable — 
a statement which probably refers only to a certain 
class of secular music, since we have in the repre- 
sentations ample evidence of the estimation in which 
this art was universally held by them. Strabo, who 
wrote his Geography about the time of Christ, states 
that vocal and instrumental performances were 
usually admitted in the worship of the gods, espe- 
cially at the commencement of the ceremonies, except 
in the temple of Osiris, where neither singers nor 
players on the flute or on the lyre were permitted to 
perform.® 



« Strabo, book xvii., Egypt. 
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I fear, however, I should tire the reader were I 
to notice all the passages "bearing upon the subject 
found in subsequent writers, as Dion Cassius, Clemens 
Alexandrinus, who wrote about a.d. 200, and others. 
I shall therefore substitute a short extract from Dr. 
Birch's ' Introduction to the Study of the Egyptian 
Hieroglyphs,' which contains some interesting in- 
formation relating to music condensed from those 
writers : — 

" The existence of a considerable number of works 
in the native language was not unknown to the 
Grreeks, with whom they passed under the name of 
those of Hermes. Hence Clement mentions two 
books of Hermes on music — one containing a series 
of hymns to the gods, the other the institutes of the 
life of the king; four others upon astronomy — one 
containing a list of the fixed stars, a second on the 
phenomena of the sun and moon; the two others 
were on the rising of the stars. Another contained a 
cosmography and geography, the course of the sun, 
moon, and the five planets, the chorography of Egypt 
and scheme of the Nile, an account of the supplies 
of the temples and the lands apportioned to them, 
touching on measures and the requisites of sacred 
things. Another of the works referred to the sealing 
of victims and the instruction of youth; ten others to 
the honours to be rendered to the gods and other 
actions of Egyptian piety, as sacrifices, first-fruits, 
vows, ceremonies, feasts, and similar things. Ten 
more books embraced the laws of the cbuntry and of 
the gods, and the instruction of the priests. Alto- 
gether there were forty-two of these works — thirty- 
six embracing the philosophical notions of the 
Egyptians, and the other six medicine The 
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false Hermetic book mentions the secret Lymns and 
the hymns taught by Isis to Horus. PJato, better 
informed, speaks of the hymns of Isis, which were 
apparently in the forms of colloquies. Certain books, 
which passed under the name of those of Horus and 
Isis, are spoken of by Lucian. There were also 
ancient lyrical poems, containing the praises of the 
gods and ancient heroes, and sung at ceremonies and 
entertainments, and deaths, when threnes, or funeral 
dirges, composed in rhythm, were chanted for the 
deceased. Among the encomiastic odes is mentioned 
one in honour of Sesostri^ which differed from the 
historical accounts. Hymns were also addressed to 
the rising and the setting sun, and to Ammoii, 
to obtain his oracular responses in the Oasis. Of 
these the most important were the Threne, i.e , the 
dirge or lament for Maneros ; another addressed to 
Saturn ; and a chant called the Genethlia, or Birth of 
Horus."' 

Taking all these facts into consideration, there can 
scarcely be a doubt that the Egyptians, like the 
Grreeks, possessed written dissertations on the theory 
of music. But it may well be doubted whether from 
any such work, had it been preserved, we could have 
obtained so accurate an insight into the character of 
the Egyptian music as the various representations 
of the performances afford. Not only the form and 
construction of the instruments have thus become 
more familiar to us than they would have been from 
mere description, but we are also enabled to ascertain 
how the instruments were usually combined so as to 



7 Introduction to the Study of the Egyptian Hieroglyphs, by 
Samuel Birch, London, 1857, p. 185. 
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form small bauds or 
orchestras. With some 
of these we have al- 
ready become ac- 
quainted through the 
previous eugravings. 
One of them, for iu- 
stailce, exhibits a con- 
cert of performers on 
the harp, tamboura, 
lyre, double pipe, and 
tambourine. Another 
shows us a group of 
females with different 
kinds of instruments of 
percussion, evidently 
accompanying their 
vocal performances by 
the rhythmical sounds 
of tambourines and of 
the darabukkeh — like 
Miriam the prophet- 
ess, when she and the 
women of Israel went 
out in procession, ex- 
ulting over the de- 
struction of Pharaoh's 
host. 

It may perhaps in- 
terest the reader to 
know that the hiero- 
glyphics in the en- 
graving fig. 77 desig- 
nate the names of the 
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Fig. 78. 



Hai'Pi tambouraf and double-pipe. 



iastraments — those over the harpers bemg the word 
buni, "harp," and those before the players on the 
flute being sdb i, " Rnte." 

The combination of two stringed instruments, the 
harp and taniboura, with the double pipe (fig. 78), is 




Fig. 79. Haip, twoTSinboaras, and rhythmical accompaniment vith the hands. 
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suitable for compositions of a sentimental cliaracter, 
in which the pipe probably sustained the melody, 

while the stringed 
instruments ac- 
companied, with 
a primitive kind ' 
of harmony, such 
as has been de- 
scribed in the 
chapter on Assy- 
rian musical per- 
formances. 

If any farther 
proofs were re- 
I quired to confute 
« the opinion usu- 
ally expressed by 
musical historians 
that the perform- 
ances of the 
Egyptians were 
always in unison, 
I these small bands 
might afford 

them. In one of 
them a harp with 
ten strings, and 
a tambonra on 
which at least 
three times as 
many intervals 
must have been 
producible, occur in union with a lyre of only five 
strings. Other representations show combinations 
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similarly suggestive that the perforniance of a melody 
in unison, as well as in what is called unison in octaves, 
was almost impossible. 

The employment of two tambouras, either alone or 
in concert with the harp, appears to have been not 
unusual. In the present group (fig. 80) a double 
pipe is added, and the effect must have been fine, if it 
bore any resemblance to that which we are able to 
produce by blending the sounds of a harp, two guitars, 
and a flute. 




Fig. 81. 



Vooal and inEtramental music combined. 



The instrumental accompaniment to the singing of 
men and women (fig. 81), consisting of a lyre — in 
shape similar to those before mentioned which are in 
the Berlin and Leyden Museums, but mounted with 
an unusually large number of strings — and of a harp 
and double pipe, is certainly pecuhar. In this respect 
it is, however, far surpassed by a concert of eight 
musicians shown in the splendid Prussian work on 
Egyptian Antiquities, edited by Lepsius. These mu- 
sicians are all playing on flutes. Three of them, one 
behind the other, are kneeling and holding their flutes 
in exactly the same manner. Facing these are three 
others, in a precisely similar position. A seventh is 
sitting on the ground to the left of the six, with his 
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back turned towards them, but also in the act of blow- 
ing his flute, like the others. An eighth is standing 
at the right side of the group, with his face turned 
towards them, holding his flute before him with both 

hands, as if he were 
going to put it to 
his mouth, or had 
just left off playing. 
He is clothed, while 
the others have only 
a narrow girdle 
round their loins. 
Perhaps he is the 
director of this sin- 
gular band, or the 
solo performer, who 
is waiting for the 
termination of the 
tutti before renew- 
ing liis part of the 
performance. And 
does not the divi- 
sion of the players 
into two sets, facing 
each other, suggest 
the possibility that 
the instruments 
were classed some- 
what like the first 
and second violins, 
or the flauto primo and flauto secondo, of our orchestras ? 
The occasional employment of a third or fifth, as accom- 
paniment to the melody, is not unusual, even with na- 
tions less advanced in music than were the Egyptians. 
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This representation of a flute-concert is from one 
of the tombs in the Pyramids of Gizeh, and dates, 
according to Lepsias, from the Fifth Dynasty. It 
must, therefore, be eariier than 2000 B.C. 

In the same plate of the above work where this 
concert occurs,® we also meet with the figure of the 
tamboura as one of the hieroglyphic signs of that 
remote period. 

There are in the history of music few facts so 
remarkable and suggestive as the existence of an 
instrument of the guitar kind 4000 years ago, evi- 
dencing a stage of musical progress in Egypt which 
some nations of the present time have not yet 
attained. 

In order to enable the reader to form his own 
opinion concerning the euphony, and the suitable- 
ness for vocal music, ^ _ 

/y /wwA /v,J^v, II ' a 
III I I I LV. A 



of the Egyptian lan- 
guage, I shall insert 

here, in the original as v y « a a^^vw* 

well as in translation, 
the song of the thrash- 
ers to the oxen treading ^-. 
out the corn. This song, 
one of the oldest metrical 
poems of the Egyptians 
which has beeh found, T'^T * ' ' 

was written in hiero- 
glyphics over a repre- 
sentation of oxen so ' ' ' * "" " ' 

employed . Fig- 83- song of the thrashers. 



// 






8 Denkmaeler aus JSgypten und JEthiopien herausgegeben, von 
C. R. Lepsius, Zweite Abth., Blatt 74. 
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Hi ten en ten Thrash ye for yourselves, 

Hi ten en ten aiiii Thrash ye for yourselves, O oxen, 

Hi ten en ten Thrash ye for yourselves, 

■Hi ten en ten Thrash ye for yourselves, 

Teha er amii The straw which is yours, 

Khau en nebu ten. The corn which is your master's. 

Dr. Birch, whose translation is here given, remarks : 
" Verses of four or six syllables are used. There are 
other parts of this song thus sung by the men engaged 
in the operations, but the lines are not so distinctly 
marked,"' 

We have previously had under our notice a group 
of Assyrians engaged in cutting down palm-trees, 
stimulated by the music of singers and drummers. 
Others we have found carrying on their work to the 
sound of the trumpet. An Egyptian painting from a 
grotto at El Bersheh exhibits a scene very similar to 
the removal of the Assyrian sculptured bull. It is, 
however, considerably older, and is believed to be of 
the time of King Osirtasen II., who reigned about the 
year 1600 before the Christian era. A colossal statue, 
resting on a sledge, is being transported from the 
quarries by a great number of labourers. Sir G-. 
Wilkinson observes ; " On the knee of the figure 
stands a man who claps his hands to the measured 
cadence of a song, to mark the time and ensure their 
simultaneous draught ; for it is evident that, in order 
that the whole power might be applied at the same 
instant, a sign of this kind was necessary; and the 
custom of singing at their work was common to every 
occupation among the Egyptians, as it is now in that 
country, in India, and many other places. Nor is it 
found a disadvantage among the modern sailors of 



9. Introduction to the Study of the Egyptian Hieroglyphs, by 
Samuel Birch, p. 266. 
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Europe when engaged in pulling a rope, or in any 
labour which requires a simultaneous effort."^ 

Eepresentations such as the above suggest the 
origin of some of the ancient myths which attribute to 
music the power of moving stones. Amphion, who 
is said to have built the walls of Thebes by the sound 
of his lyre, might be represented similarly to the 
Assyrian king superintending the removal of the 
colossus. The traveller Clarke has given a rational ex- 
planation of the wonderful power ascribed to Amphion, 
which I shall here quote, inserting one or two ^ words 
in brackets for the sake of musical accuracy : — 

"In the harmonious adjust of those masses which 
remain belonging to the ancient walls, we saw 
enough to convince us that the story of Amphion w'as 
not a fable ; for it was a very ancient custom to carry 
on immense labour by an accompaniment of [instru- 
mental] music and singing. The custom indeed still 
exists both in Egypt and in Greece. It might there- 
fore be said, that the walls of Thebes were built at the 
sound of the only [the principal] musical instrument 
in use, because, according to the custom of the country, 
the lyre was necessary for the accomplishme*nt of the 
work."^ ^ 

Moreover, the Greeks had, as is well known, special 
songs suited to their different trades and rural occupa- 
tions. Homer describes Calypso weaving and singing : 

She sate and sung ; the rocks resound her lays : 
The cave was brighten' d with a rising blaze : 
Cedar and frankincense, an odorous pile, 
Flamed on the hearth, and wide perfumed the isle;' 
While she with work and song the time divides, " 
And through the loom the golden shuttle guides. 

(Pope's ' Odyssey,' v. 70.) 



1 The Manners and Customs of the I 2 Clarke's Travels, part.ii. 
Ancient Egyptians, vol. iii. p. 326. ' sect. 3, p. 56. 
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Again, when the compauions of Ulysses approached 
the palace of Circe : — 

Now on the threshold of the dome they stood, 
And heard a voice resounding through the wood : 
Placed at her loom within, the goddess sung; 
The vaulted roofs and solid pavement rung. 
O'er the fair web the rising figures shine, 
Immortal labour! worthy hands divine. 

(Pope's ' Odyssey,' x. 250.) 

Moreover, the diflferent kinds of songs used by the 
ancient Egyptians at their various occupations may 
be supposed to have been more markedly distinguished 
from each other than those of most other nations of 
antiquity; since the division of the Egyptians into 
castes must have restricted the use of certain kinds of 
songs almost exclusively to certain classes of the 
people ; and tliis must have had the effect of insuring 
to each. kind its own distinctive characteristics. 




Fig. H. 



Sacred music. 



The band of musicians (fig. 84), consisting of a 
harper^ a player on the tamboura, and two flutists, 
is evidently performing sacred music, while a 
priest is offering incense. Almost all the various 
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instruments with which we have become acquainted 
appear to have been employed in sacred as well as in 
secular music. Among stringed instruments, the harp 
seems to have been 
considered pre-emi- 
nently suitable for 
music used in re- 
ligious ceremonies. 
The .Egyptians had 
"minstrels of the 
gods," or sacred mu- 
sicians, whose func- 
tions were connect- 
ed with the religious 
observances in the 
temples. 

The sistrum, 

which was usually 
employed in reli- 
gious worship, ap- 
pears to have been 
appropriated to 
priestesses and 

"holy women," who 
were sometimes of 
the highest rank. 
The two females 
with the high head- 
dresses in the en- 
graving fig. 85 are, 
according to Sir 
Gardner Wilkinson, the Queens of Kamesis the Great ; 
the others are the mother, daughter, and sister of a 
priest. 
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As a specimen of religious poetry, which undoubt- 
edly was sung or chanted by the Egyptians, ihe jfirst 
stanza of a hymn to the Nile (taken from a papyrus 
in the British Museum) may serve : — 



Sha en Hapi. 
Nether ek Hapi 
Shem em ta an' 
Or sankhu kam 
Amein sam kek em hru 

Hes uu sem 

Au shau ammeh 

Kam am Ra 

Er sankh hu abu neb 

S'hur set bu tem 

Nau pe haa 

Mer en tufa kherp nef ra 

S'hut teba en Phah ! 



A Hymn to the Nile. 
Incline thy face, O Nile, 
Coming safe out of the land, 
Vivifying Egypt, 
Hiding his dark sources from the 

light, 
Ordering his sources ; 
The streams of his bed 
Are made by the sun 
To give life to all animals, 
To water the lands which are destitute, 
Coming all along the heaven. 
Loving fragrance, offering grain, 
Rendering verdant every' sacred 

place of PhtKa !3 




Pig. 86. 



Military band. 



In martial music principally instruments of percus- 
sion, as indeed might be expected, appear to have 
been employed by the Egyptians. The military band 
(fig. 86) consists of only five musicians, viz. a 
trumpeter, a drummer, a performer on an instrument 



3 Birch, Introduction to the Study of the Egyptian Hieroglyphs 

p. 268. ' 
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whick is so much obliterated that its real character 
cannot be determined, but which, to judge from 
its form and size, must have been of importance in a 




military band, — and two persons who are clash- 
ing together each a pair of cylindrical maces or 
crotala. 
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The representation of a musical party in a gentle- 
man's house, taken from a fresco now in the British 
Museum, will he found especially interesting, if com- 
pared with our own entertainments of a similar kind. 
Mr. Sharp has described it thus : " A number of 
guests, men and women, are seated on chairs, while 
women servants are handing wine to them, and female 
musiciaus. sitting on the, gi;ound, play to them, and 
women dance before them. Many of the guests hold 
a lotus flower, and one man a handkerchief as a mark 
of refinement. The servants and dancers are un- 
clothed with the exception of a slight band."* 

The Egyptians evidently were fond of dancing. 
Their dances were not always restricted to slow and 
graceful attitudes, which, as we have seen, generally 
characterize the dances of Eastern nations ; but lively 
figures, rapid evolutions, and even the pirouette (see 
fig. 88), were sometimes introduced. From the repre- 
sentations it is evident that various dances were in 
use, differing considerably in character, according to 
the class of persons by whom they were performed 
and the occasions on which they were admitted. 
Sometimes both sexes joined in the dance ; sometimes, 
especially in spirited and vehement dances, only men 
engaged, bouncing about in wonderful order, without 
the assistance of music, or perhaps to the rhythmical 
sounds produced by clapping the hands and snapping 
the fingers. Again, on some occasions, only women, 
lightly clad, danced to the sounds of soft instruments 
before a party of admiring spectators. 

The jesters or buffoons (fig. 90) are of interest 



* Egyptian Antiquities in the British Museum, described by 
Samuel Sharpe, London, 1862, p. 49. 
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Fig. 89. A man dancing alone to the cb^thmical sounds of clapping the hands. 

chiefly in so far as they remind us of the Assyrian 
mummers described at page 98. They may be natives 
of some district in the interior of Africa ; but it is 
quite as likely they are jesters of the lowest caste, who 
blackened themselves, like the so-called Ethiopian 
Serenaders of our day, and wandered from place to 
place to exhibit their antics and low jokes, inter- 
spersed with comic songs. 




Fig. 90. 



Jesters dancing. 
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In short, through the monumental representations, 
we are now in possession of irrefragable evidences in 
proof that the ancient Egyptians, highly susceptible 
of music, employed it to increase the solemnity of 
their religious worship, to enhance the pleasures of 
their social entertainments, to inspire and encourage 
their warriors, to heighten the rhythmical and panto- 
mimic effects of their dances, and to delight the people 
in their public festivities, celebrations, and processions. 

THE EGYPTIAN MUSICAL INSTRUMENTS COMPARED 
WITH THE ASSYRIAN. 

I now subjoin, for the sake of comparison, a brief 
enumeration of the Egyptian and Assyrian instru- 
ments with which we are more or less acquainted. 

Ancient Egyptian Instkumbnts. 

1. The harp, varying in shape and construction. 

2. The trigonon. 

3. The lyre; various kinds. 

4. The tamboura. A kind of lute or guitar. 

5. A four-stringed instrument, borne on the shoulder 

when played upon. 

6. A five-stringed instrument, resembling the sancho 

and valga of the negroes. 

7. The single pipe. 

8. The double pipe. 

9. The flute. 

10. The trumpet ; two kinds. 

11. The tambourine ; three kinds. 

12. The drum ; three kinds. 

13. Two peculiar instruments of percussion. 

14. The sistrum. 

15. A kind of crotalum. 

16. Cymbals. 

17. Bells. 
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AssTKiAN Instruments. 

1. The harp, varying more in ornamentation than in 

construction. 

2. The lyre; three different forms. 

3. The dulcimer. 
i. The asor. 

5. The tamhoura. 

6. The single pipe. 

7. The double pipe. 

8. The trumpet. 

9. The tambourine. 

10. The drum ; three kinds. 

11. Cymbals ; two kinds. 

12. Bells. 

The dulcimer, one of the most important instru- 
ments of antiquity, occurs only in the Assyrian list. 
On the other hand, the Egyptian list contains five 
more instruments than the Assyrian, and especially a 
greater variety of stringed instruments. Th.e Egyptian 
harp was superior in construction ; its sounding-board 
extended in a curve from the upper part to the bottom 
of the frame, whereby greater power and sonorousness 
of tone were obtained than on the Assyrian harp. 
Besides being acoustically superior, it excelled the 
Assyrian harp in elegance of shape and ornamenta- 
tion. Instruments so tastefully formed and embel- 
lished as the harps discovered by Bruce, and as some 
of the Egyptian lyres, do not occur on the Assyrian 
monuments. The Assyrian harp had, however, the 
greatest number of strings. 

Costly materials were sometiijies employed by na- 
tions of antiquity in the construction of their favourite 
instruments. Homer mentions a phorminx (a kind 
of lyre called " harp " in Pope's translation), made of 
silver : — 
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And now, arrived where on the sandy bay 
The Myrmidonian tents and vessels lay ; 
Amused at ease, the godlike man they found, 
Pleased with the solemn harp's harmonious sound. 
The well-wrought harp from conquer'd Thebse came ; 
Of polish'd silver was its costly frame. 

(Pope's ' Iliad,' jx. 210). 

As peace aud prosperity are especially favourable 
to the cultivation of music, the ancient Egyptians — a 
people less warlike than the Assyrians — were the 
most likely to attain a high degree of proficiency in 
this art. Hence the superiority of their instruments. 

The following observation of Professor Rawlinson, 
however, does not support this view, but rather tends 
to point to the Assyrians as most advanced in music. 
Professor Eawlinson says : " Fully to appreciate 
the Assyrians, we should compare them with the 
much-lauded Egyptians, who in all important points 
are very decidedly their inferiors. The spirit and 
progressive character of their art offers the strongest 
contrast to the stiff, lifeless, and unchanging conven- 
tionalism of the dwellers on the Nile. Their lan- 
guage and alphabet are confessedly in advance of the 
Egyptian. Their religion is more earnest and less 
degraded. In courage and military genius their 
superiority is very striking ; for the Egyptians are 
essentially an uawarlike people. The one point of 
advantage to which Egypt may fairly lay claim is 
the grandeur and durability of her architecture. The 
Assyrian palaces, magnificent as they undoubtedly 
were, must yield the palm to the vast structures of 
Egyptian Thebes. No nation, not even Eome, has 
equalled Egypt in the size and solemn grandeur of its 
buildings. But, except in this one respect, the great 
African kingdom -must be regarded as inferior to her 
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Asiatic rival, which was indeed 'a cedar in Lebanon, 
exalted above all the trees of the field, fair in great- 
ness and in the length of his branches, so that all the 
trees that were in the garden of God envied him, and 
not one was like unto him in his beauty ' (Ezek. xxxi. 
3-9)."* 

Respecting the music of the modern Egyptians, 
there is reason to surmise it to be more nearly related 
to the music of the Assyrians and Chaldseaus than to 
that of the ancient Egyptians. It must be remem- 
bered that most of the present inhabitants of Egypt 
are Muslim-Egyptians (also called Arab-Egyptians), 
a mixed race, principally descended from the Arabs. 
After the conquest of Egypt by the followers of Ma- 
homed, in the seventh century of the Christian era, 
the arts and customs of the Arabs were transmitted 
to Egypt with their religion. We have already 
traced the afl&nity of the Arabic music with the 
Assyrian through the Persian. I shall now submit 
to the consideration of the reader an interesting ob- 
servation of Professor Eawlinson, from which it would 
appear that the music of the Assyrians was closely 
allied to the Chaldeean : — 

" The leaven which was to spread by degrees 
through the Asiatic peoples was first deposited on the 
shore of the Persian Gulf at the mouth of the ' Great 
River ' (Gen. xv. 18 ; Deut. i. 7 ; Josh. i. 4), and 
hence civilization, science, letters, art, extended them- 
selves northward, and eastward, and westward. As- 
syria, Media, Semitic Babylonia, Persia, as they 



5 The Pive Great Monarchies of the Ancient Eastern World, by 
George Eawlinson, Xondon, 1862, vol. i. p. 308. 
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derived from Chaldsea the character of their writing, 
so were they indebted to the same country for their 
general notions of government and administration, for 
their architecture, their decorative art, and still more 
for their science and literature. Each people no 
doubt modified in some measure the boon received, 
adding more or less of its own to the common inherit- 
ance. But Chaldsea stands forth as the great parent 
and original inventress of Asiatic civilization, without 
any rival that can reasonably dispute her claims."® 

I must now leave it to the reader to decide whether 
the music of the modern Egyptians is not likely to 
be more intimately related with the Chaldsean and 
Assyrian than with the ancient Egyptian music. 

Still, there are a few remains of the original 
Egyptian musical instruments and performances ex- 
tant, which have been preserved intact from the 
influence of the Arabs. I have already mentioned 
several instruments, such as the kissar, the darabukkeh, 
the sistrum, &c. The last-named is, however, at the 
present day only found in Abyssinia. The tamboura 
and most other instruments have undergone modi- 
fications according to the musical system of the 
Arabs. 

In describing the Gliawazee, or common dancing 
girls of the modern Egyptians, Mr. Lane says : " The 
Ghawdzee being distinguished in general by a cast of 
countenance differing, though slightly, from the rest 
of the Egyptians, we can hardly doubt that they are, 

as they themselves assert, a distinct race In 

many of the tombs of the ancient Egyptians we find 



6 The Five Great Monarchies of the Ancient Eastern World, by 
.G. Rawlinson, London, 1862, vol. i. p. 216. 
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representations of females dancing at private enter- 
tainments to the sounds of various instruments, in a 
manner similar to the modern G-hawdzee, hut even 
more licentious, one or more of these performers being 
generally depicted in a state of perfect nudity, though 
in the presence of men and women of high stations.' 
This mode of dancing we find from the monuments 
here alluded to, most of which bear the names of 
kings which prove their age, to have been common in 
Egypt in very remote times, even before the Exodus 
of the Israelites. It is possible, therefore, that it has 
continued without interruption ; and perhaps the 
modern Ghawazee are descended from the class of 
female dancers who amused the Egyptians in the 
times of the early Pharaohs."^ 

Again, if the black buffoons, shown in the woodcut 
fig. 90, were Abyssinians, which is not at all unlikely, 
th'e|y may be the ivattas of the present day, described 
by Mr. Mansfield Parkyns as " musicians and buffoons, 
sometimes attached to the courts of the chiefs of 
Abyssinia, but also frequently itinerant in their habits, 
making professional tours, something after the man- 
ner of ballad-singers."^ True, the Abyssinians are 
not black ; but it appears to |iave been the custom 
with the ancient Egyptians to paint the human figure 
of any African black, except their own, for which 
they used the red colour. 

Of the modern Egyptian professional singing-girls, 
Mir. Lane says : " These are called 'Awdhm ; in the 



f Sir G. Wilkinson says that this 
was not in reality the case, but ap- 
pears only so from the outline of the 
transparent robe being effaced. (A 
Popular Account of the Ancient 
Egyptians, vol. i. p. 138.) 



8 An Accyjunt of the Manners and 
Customs of the Modern Egyptians, by 
E. W. Lane, London, 1860, p. 879. 

' Life in Abyssinia, by Mansfield 
Parkyas, London, 1853, vol. i. p. 
268. 
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singular, Almeli, or Alimeh ; an appellatiou, as an 
Arabic word, literally signifying ' a learned female,' 
but, as applied to these female singers, evidently, I 
think, derived from the Hebrew or Phoenician word 
'alnidh, signifying ' a girl ' and * a virgin,' and par- 
ticularly ' a singing-girl.' 'Al-'aldm6th sheer, the title 
of Psalm xlvi., and nebdUm ' al- aUmoih, in 1 Chron. 
XV. 20, should, I doubt not, be rendered ' A song ' and 
' harps,' or the like, ' adapted to 'almdhs,' — that is, 
' singing-girls.' And as Jerome says that alma in the 
Punic language signified ' a virgin,' it seems to be 
probable that, in old times, the most celebrated of the 
singing-girls in Egypt were Phoenicians."^ 

Such conjectures may, on a cursory view, appear 
but little to our purpose ; but I may say that I have 
repeatedly found by experience that, in investigations 
like the present, the conjectures of eminent travellers, 
ethnologists, and historians are frequently of greater 
assistance in arriving at the truth than the confident 
assertions of musical theorists. These are often indi- 
vidual views only, based on facts appertaining entirely 
to our own modern music. 

After what has been said respecting the music of 
the modern Egyptians, some specimens of their popu- 
lar melodies may perhaps interest the reader. A 
considerable number of these melodies have been 
collected and brought to Europe by travellers. The 
singing of the sailors on the Nile, especially, has fre- 
quently been noticed and described. This usually 
consists of alternate sdIo and chorus in short phrases, 
and varies with the nature of the occupation in which 



1 An Account of the Manners and Customs of the Modern 
Egyptians, by E. W. Lane, London, 1860, p. 355. 
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the men happen to be engaged. Thus, one particular 
air is sung when they shift the sails ; another when 
the boat has struck ou a sandy bank, and they are 
working to set it afloat again ; a third when the wind 
is favourable, and they give themselves up to singing 
con amove ; a fourth when approaching a village ; and 
so on. 

MODERN EGYPTIAN LOVE-SONG. 
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If any genuine remains of ancient Egyptian vocal 
music had been preserved, they would, most likely, be 
found among the" Copts of Upper Egypt. It will be 
repaembered tliat^the Copts are descendants of the 
ancienlf inhaiftants of the country. They are a 
Christian sect, di^ersed through OTjit parts of Egypt, 
but in Upper Egypt whole villagfes are inhabited ex- 
clusively by them. The Coptic language is no longer 
spoken, but used in religious observances, like the 
Latin in the Roman Catholic Church. Through this 
language a clue has been obtained to the study of the 
language of the ancient Egyptians, as read from their 
hieroglyphic inscriptions. 

Mr. Lane says, " With ^spect to the personal 
characteristics, we observe some striking points of 
resemblance, and yet, upon the^whole, a considerable 
difference, between the Copts and the ancient Egyg^J*' 
ians, judging of the latter from the paintings and 
sculptures in their tombs and temples. "The mfference 
i^, however, easily accounted for by the fact of the 
intermarriages of the ancestors of the modern Copts 
with foreigners above mentioned [Greeks, Nubians, 
Abyssinians]. The people who bear the greatest 
resemblance to the ancient Egyptians at present a^e 
the Noobeh (or more genuine Nubians), and next^^lo 
these the Abyssinians and the Copts, who are, not- 
withstanding, much unlike each other. The Copts 
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differ but little from the generality of tlieir Muslim 
countrymen, the latter being chiefly descended from 
Arabs and from Copts who have embraced the faith 
of the Arabs, and having thus become assimilated to 
the Copts in features."^ 

Villoteau, who witnessed some of the Coptic reli- 
gious ceremonies, expresses himself as by no nieans 
edified with the interspersed vocal music, which 66n- 
sisted of a Hallelujah, in which the same word ^Iwas 
repeated over and over again, occasionally with as 
large a group of notes upon one syllable as we find 
attached to this word in some of our oldtr oratorios. 
On account of the great length of this composition, 
written down by Villoteau after hearing it repeatedly 
performed, I shall here insert only that part with 
which it commences. 
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AlthougU the Copts no longer possess the Idssar 
and the sistrum, Hke their neighbours the Nubians 
and Abyssinians, they make use in their rehgious 
ceremonies of the maraoueh, which appears to be a 
modification of the sistrum. This curious instrument 
I have already described (page 67). 

The music employed in acts of worship is perhaps 
less' subjected to change than any other. As, how- 
ey^, the' Copt^ are ^. Christian sgct, it appears impro- 
bable that even in their most ancient religious music 
there should be remains left of the music of their 
heathen forefathers. 

Somewhat similar to the relation of the Copts with 
the ancient Egyptians, appears to be that of the 
Yezidis, or devil- worshippers, in Kurdistan, with the 
Chaldaeans and the Assyrians. The language of 
the Yezidis is a Kurdish dialect, but their religious 
chants and hymns are in Arabic — a language which 
is understood only by the priests and chiefs. Their 
religious vocal performances are usually accompanied 
by the Kawals, an order of priests, with flutes and 
tambourines. These instruments are looked upon as 
sacred. Mr. Layard saw the Kawals before and after 
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the; performance kissing the tambourine, and inviting 
the people to do so Hkewise. The music he describes 
as on some occasions solemn and impressive, and on 
others wild and harsh. 

It must be remembered that the devil is held by 
the Yezidis in the greatest awe and reverence. He 
is only spoken of as MeWc el Taus, "the Mighty 
Angel," or Sheikh Mazeni^ " Gre&t Chief ;" his propeir 
name, Shaitan (Satan) they dread to pronounce. 

Mr. Layard observes: " The Yezidis have a tradi- 
tion that they originally came from Busrah, and 
from the country watered by the lower part of the 
Euphrates ; that after their emigration they first 
settled in Syria, and subsequently took possession of 
the Sinjar Hill and the districts they now inhabit in 
Kurdistan. This tradition, with the peculiar nature 
of their tenets and ceremonies, points to a Sabaean or 
Chaldaean origin. With the scanty materials which 
we possess regarding their history, and owing to the 
ignorance prevailing amongst the people 'themselves, 
— for I believe that even the priests, including Sheikh 
Nasr [the high priest], have but a very vague idea of 
what they profess, and of the meaning of their reli- 
gious forms, — it is difficult to come to any conclusion 
as to the source of their peculiar opinions and ob- 
servances. There is in them a strauge mixture of 
Sabaeanism, Christianity, and Mohammedanism, with 
a tincture of the doctrines of the Gnostics and Mani- 
chseans. Sabaeanism appears to be the prevailing 
feature ; and it is not improbable that the sect may 
be a remnant of the ancient Chaldees, who have at 
various times outwardly adopted the forms and tenets 
of the ruling people to save themselves from perse- 
cution and oppression, and have gradually, through 
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ignorance, confounded them with their own belief and 
mode of worship."' 

A G-erman traveller, Herr Wagner, who visited the 
Yezidis, and who has described their religious observ- 
ances, relates tliat during his journey he met with the 
well-known Bokhara traveller, the missionary Joseph 
Wolf, who told him he had seen Yezidi pilgrims on 
the ruins of Babylon, engaged by moonlight in 
ghastly religious rites, performing strange dances, 
with pecuhar gesticulations, to doleful songs. The 
missionary added that he recognized in it tke literal 
fulfilment, of the words of the prophet Isaiah (ch. xiii. 
V. 21) : "iWild beasts of the desert shall lie there ; 
and their houses shall be full of doleful creatures, 
and owls shall dwell there, and satyrs shall danee 
there." 

Mr. Layard, in his work entitled 'Discoveries in 
the Ruins of Nineveh and Babylon,'. has pubHshed a 
few specimens of Yezidi music. I shall insert here 
two of them, which are songs — or perhaps, more 
properly speaking, chants— of the priests. 

CHANT OF THE YEZIDI PRIESTS. 
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ANOTHER CHANT OF THE YEZIDI PRIESTS. 
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To seek among the Yezidis for actual remains of 
Assyrian music would undoubtedly be as futile as to 
seek for remains of ancient Egyptian music among 
the Copts, or even more so. Nevertheless, these 
specimens of songs from Kurdistan and Egypt are 
interesting, as they iu some measure illustrate the 
present state of music in countries where, at the 
earliest period, we have found this art cultivated to a 
considerable degree of development. 
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OPINIONS OF SOME MUSICAL HISTORIANS. 

Most of our principal works on the history of music 
contain some account of the ancient Egyptian music. 
Forkel's dissertation, in his ' Geschichte der Musik,' 
deserves especial notice from the care with which all 
the facts are >stated so far as they had heen ascertained 
in his time. Forkel, it must be remembered, wrote 
subsequently to Printz, Kircher, Martini, Burney, 
Hawkins, and other musical historians, and- thus had 
the advantage of consulting their works. 

The information on this subject contained in 
Kircher's ' (Edipus ^gyptiacus ' (Komse, 1652) is 
more curious than instructive. More deserving of 
attention is the Abb6 Roussier's * Memoire sur la Mu- 
sique des Aucieus, ou Ton expose le Principe des 
Proportions autheutiques, dites de Pythagore, et de 
divers Systemes de Musique chez- les Grrecs, les Chi- 
nois, et les Egyptieus. Avec un Parall^le entre le 
Systeme des Egyptiens et celui des Modernes ' (Paris, 
1770). The Abbe beUeves the Greek musical system 
to have been founded on the Egyptian, and his con- 
clusions respecting the characteristics of the latter are 
principally drawn from the former. De Laborde 
says, in his ' Essai sur la Musique ' (tome iii. page 678), 
that the Abbe Roussier, at tventy-five years of age, 
did not know even a note of music, but that five years 
later he was one of the first theorists of his century. 
The work alluded to certainly contains much interest- 
ing information, and has been made use of by mogt of 
the later historians. 
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Some interesting remarlis bearing on our subject 
are also to be found in Kollin's ' Histoire ancienne des 
Egyptiens, des Cartbaginois, des Assyriens, des Baby- 
loniens, des Medes et des Perses, des Macedoniens, 
des G-recs' (Paris, 1730), and in Goguet's ' De I'Ori- 
gine des Loix, des Arts, et des Sciences ; et de leur 
Progres chez les anciens Peuples ' (Paris, 1758). 
During the eighteenth century France was richer in 
literature relating to the music of antiquity than any 
other country. De Gruignes's arguments, in his ' Me- 
moire dans lequel on prouye que les Chinois sont une 
Colonie Egyptienne,' were soon refuted by Leroux 
Deshautesrayes, Pauw, and others. Had the Chinese, 
according to the hypothesis of De G-uignes, been 
Egyptian colonists, settled in China about 1100 years 
B,c., we might perhaps have found a clue to the fact 
that the Chinese use the pentatonic scale, which, as we 
have seen, the ancient Egyptians also appear to have 
used. We might, with some good reason, expect so 
conservative a people as the Chinese to have pre- 
served nearly intact the musical system of the 
Egyptians. Cornelius von Pauw, in his ' Recherches 
philosophiques sur les Egyptiens et sur les^ Chinois ' 
(Berlin, 1773), the aim of which is to disprove the 
theory of De (ruignes, treats also of the Chinese and 
Egyptian music, expressing an opinion by no means 
favourable to either. 

Two interesting essays, written by Villoteau — the 
first headed, 'Dissertation sur les diverses esp^ces 
d'Instrumens de Musique que Ton remarque parmi 
les Sculptures qui decorent les antiques Monumens 
de I'Egypte, et sur les noms que leur donnerent, eu 
leur langue propre, les premiers peuples de ce pays ;' 
and the other, ' Memoire sur la Musique de I'antique 
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Egypte ' — have both been published iu ' Description 
de I'Egypte.'* 

M. F6tis believes he has made an important dis- 
covery, which I shall here briefly notice. " I have 
not the least doubt," he says, " that this musical nota- 
tion [used in ecclesiastical music by the modern 
Greeks] belonged to ancient Egypt. I have in sup- 
port of my opinion the resemblance borne by the 
signs in this notation, erroneously attributed to St. 
John of Damascus, to those of the demotic, or popular 
characters of the ancient Egyptians. In the system 
of musical notation in use in the Greek Church there 
are no notes, properly so called — that is to say, signs 
arranged to represent each a certain sound in the 
scale — for the Greeks do not accept a! fixed diapason, 
or a normal sound to which all the others are referred. 
It is true that there is a certain point of departure for 
all the songs, which may be considered as the prin- 
cipal note in every kind of vocal music, and according 
to which all the progressions of the voice are regu- 
lated ; but the singer takes this note as he finds it 
most convenient, according to the high or low. pitch 
of his voice. The sound which serves as the point of 
departure in any melody, and which, as all Greek 
writers say, is the beginning, the middle, and the end 
of all music, is represented by a sign which has the 
name of ison. Then, the sign of this sound has an 
exact resemblance with that sign in the ancient de- 
motic alphabet of Egypt which corresponds to the 
delta of the Greeks. The sign.oligon, which expresses 



i In the' octavo edition of Desorip- I thanthefolioedition,thesetwoessays 
tion de I'Egypte, which is less scarce I will be found in vols. vi. and viii. 
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au ascension of the voice by an interval of 6ne tone, 
commencing from the isoii, is one of the characters of 
the letter N in demotic writing. The oxeia, a sign 
expressing ascension of a sound higher than the ison, 
is nothing more than one of the characters, E, in the 
same writing. The Icouphisma, the sign fpr pro- 
gression from the third to the fourth tone, is one of 
the characters representing the letter B. The petasthe, 
the sign of ascension from the fourth to the fifth tone, 
occurs also in several characters representing the letter 
T in the demotic alphabet. The pelasthon, which ex- 
presses the ascending progression from the fifth to the 
sixth tone, exactly resembles one of the many cha- 
racters which in the papyri correspond to the sigmaof 
the Grreeks. The double kentema, or double . spirit, 
which occurs in many signs in the demotic writing, 
expresses an ascending progression from the sixth td 
the seventh tone. The sign for a progression ascend- 
ing in thirds is the simple kentema, which is, in fact, a 
fragment of the characters in the demotic alphabet, 
corresponding to the eta, the iota, and the sigma of the 
Greeks. The progression of the voice in descending 
from the ison, or tonic, to the third below, is expressed 
by the aporrhoe, which in this alphabet corresponds to 
the letter E. The sign of descending progression 
from the same tone to the fifth below was one of the 
characters representing the letter B." 

After having pointed out the resemblance existing 
between several signs employed by the modern 
Grreeks to determine the duration of notes, and cer- 
tain characters of the demotic alphabet, M. Fetis con- 
tinues : 

" After this detailed analysis of the system of nota- 



Chaj. V. OPINIONS OF •MUSICA'L HISTORIANS. - 273 

tion employed in the music of the Greek Church, and 
after comparing its signs with those of the demotic 
character in use among the Egyptians, can we for a 
moment doubt that the invention of Ithi^ notation is to 
be ascribed to that ancient people, and not to St. John 
of Damascus ? No doubt, I think, will be entertained 
on this point. Both the Greeks and the Romans 
employed the characters of the alphabet, arranged in 
various ways, for musical notation ; and this was also 
the case during part of the middle ages. The nota- 
tion of the singing books used in the churches of 
Ethiopia, and by the priests of Abyssinia, is to this 
day in characters of, the Amara language, as, in all 
probability, it has been since the earliest days of 
Christianity ; why may we not then conclude that the 
ancient Egyptians turned to account the rich varieties 
of their demotic alphabet for the nbjtation pf JiliQir 
m^odies ? and that this notation was preservM ii^: the 
music of the first Eastern Christians ? Besides, since 
it has been proved that St. John of Damascus was not 
the inventor of the characters of the musical notation 
of the Greek Church, what probability is there that in 
the eighth century — when the old demotic alphabet 
of Egypt had disappeared, to give place to the Coptic 
alphabet, derived from the Greek — what probability, 
I say, is there that, with no special inducement, he 
sought in an obsolete alphabet for the signs of a nota- 
tion till then haidly known? I fully believe that 
this notation was never lost, but that it was intro- 
duced into the music of the Greeks long before his 
time. Let us remark the great importance of the 
discovery of this ancient notation. Since it can- 
not possibly be applied except to music overladen 

T 
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with embellishments^ and requiring great flexibility 
of voice, as we find it at present in the Greek 
Church and among some African nations, it gives 
us an exact idea of the music of ancient Egypt."® 

1 need perhaps scarcely point out the fallacy of 
M. Fetis's conclusion, that if the modern Greeks 
employ a musical notation derived from the demotic 
alphabet, the characteristics of the Egyptian music 
must have been preserved in the Greek. We might 
as well conclude that the English language must 
resemble the Latin, because it is written in Eoman 
letters. Nevertheless, his discovery, if well-founded, 
would be very interesting, and might possibly lead to 
other useful discoveries in the history of music. I 
have therefore carefully examined the two principal 
sources mentioned by him in testimony of the correct- 
ness of his assertions. They are the Greek notation 
as shown in tome xiv. of 'Description de I'Egypte,' 
and the characters of the demotic alphabet in Cham- 
pollion's ' Precis du Systeme Hieroglyphique des 
anciens Egyptiens.' 

There are 125 signs in this alphabet, which consist 
mostly of lines, curves, hooks, right and acute angles, 
and other simple figures, placed in varied positions^ 
The signs of the Greek musical notation are equally 
simple, Might we not then naturally expect to find 
a close resemblance between half a dozen of these, 
and some of the 125 demotic letters ? Besides, even 
among those pointed out by M. Fetis, several cannot 
be identified without some stretch of the imagination. 



= Bi«grnphie Uni*6Tselle'des Musi- I Mnsique, par F. 
ciens et Bibliographie G^n^rale de la | 1837, tome i. p. Ixxi 
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I thought, it probable that the shape of. the Greek 
signs might have altered somewhat in the course of 
time, and thus have become less recognizable in the 
demotic characters. But if this had been the case, 
we should find the Greek notation as it existed about 
a thousand years ago — of which, among other musical 
writers, Burney has given specimens in his 'History of 
Music,' vol. ii. p. 50 — more resembling the demotic 
characters than it does at present. It is, however, 
even less like. M. Fetis's assumed discovery must 
therefore, in my opinion, be considered as a statement 
unsupported by sufficient proofs. 

Indeed, the French writers seem to have surpassed 
all others in the boldness of their conclusions on such 
questions. M. Lenormant, after pointing out that 
the two harpers from the tomb of Kamesis III. (known 
as " Bruce's Harpers ") are performing sacred music 
before two deities, says : " It is. remarkable that the 
lieads which adorn the base of these harps, are sur- 
mounted, one by the sign of the upper region [of 
Egypt], the other by that of the lower region ; whence 
we may infer the existence of two different modes or 
systems of modulation.''^ 

Of the more recent German works containing in- 
formation on the Music of ancient Egypt, I shall only 
notice Kiesewetter's dissertation, 'Ueber die Musik 
der neueren Griechen,' which, though valuable for its 
many acute observations, contains several assertions 
which subsequent discoveries have proved to be 
errbneous. 



6 Musee des Antiquites Egyptiennes, par Chniles Lenormant, 
Paris, 1841, planche xiii. 
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It would be useless to notice here every book in 
which this subject has been treated. The more im- 
portant ones I have already mentioned. The best 
sources for information are the splendid drawings of 
musical performances in the valuable works of Kosel- 
lini, Champollron, Lepsius, and others. 
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CHAPTEE VI. 

MUSIC OF THE HEBREWS. 

Gradual development of the Hebrew music — Musical instruments — 
Diversity of opinion respecting the real nature of some of the 
Hebrew instruments — Josephus's account — The chatzozerah — The 
shophar — ^The magrepha — ^Nebel and nofre — The Hebrew lyre — 
Vocal and instrumental performances — Hebrew music of the 
present day — Literature of Hebrew music — Eastern origin of our 
own music. 

Scanty as 6ur information is on Hebrew music, this 
is at least evident, that it was closely related to the 
music of the Egyptians and Assyrians. Moses him- 
self, who had been brought up by Pharoah's daughter, 
" was learned in all the wisdom of the Egyptians " 
(Acts vii. 22) ; and the singing of the children of 
Israel before the golden calf after their departure 
from Egypt (Exodus xxxii. 18) was in the Egyptian 
manner. The Assyrians were their neighbours, with 
whom they frequently came in close contact ; in fact, 
both nations were of the same descent, had nearly the 
same language, and their political condition was also 
in many respects similar. During the Babylonian 
captivity, although the Hebrews adopted the Chal- 
dsean language, their music does not appear to have 
undergone any important .modification through fo- 
reign influence ; so that, after their return to Jeru- 
salem, about seventy years later, a fresh generation 
was enabled to re-establish at once in the temple the 
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musical performances of their forefathers. (Nehem. 
xii.) 

I do not intend to imply by these remarks that the 
music of the Hebrews has not, in the course of a thou- 
sand years, experienced considerable modifications. 
Indeed, there are, as I shall presently endeavour to 
show, distinct indications of this having been the ease. 
At the earliest period after the Exodus it was un- 
doubtedly almost identical with the Egyptian music. 
When Joseph's brethren with their families settled in 
Egypt, they found tlie music of that country already 
developed to a considerable degree. Whatever their 
own musical acquirements may have been, we can 
hardly suppose that their descendants did not, in the 
course of time, adopt the superior music of the Egyp- 
tians. Some musical historians, however, express an 
opposite opinion. Saalsclmtz, one of the best writers 
of Hebrew music, conjectures that the Jews, during 
their sojourn in Egypt, where, from a few families, 
they gradually became a nation, had preserved to 
some extent their own music. His reasons for this 
surmise are embodied in the following interesting 
remarks : — 

" The Hebrews descend from a family in which 
both vocal and instrumental music were not only 
known, but also appreciated, and considered as a 
necessary embellishment in their festivals (Gen. xxxi. 
26, 27). Consequently, they possessed a knowledge 
of this art when they came to Egypt. Again, imme- 
diately upon leaving this country, we also find them in 
tlje full practice of music. (Exod. xv. 20.) Can there 
be any doubt, then, that they occupied themselves 
with music while in Egypt ? How otherwise bould it 
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have occurred to them, or how cduld it have heen 
possible for them to celebrate with music the happy 
termiuatiou of the great peril at the beginning of their 
wanderings ? But, did not the circumstance of their 
being in a state of slavery in Egypt prevent their cul- 
tivating music? A moment's attention will show 
that this question cannot be answered otherwise than 
negatively. First, it, must be remembered that the 
Jews, during the longest period of their sojourn in 
Egypt, were a free people. They abode 430 years in 
that country. During only the last 80 years of this 
time were they living under oppression ; in the pre- 
ceding 350 years they enjoyed full liberty. (See 
Jahn's 'Archaeology,' Th. ii. B. 1.) During this time 
they even carried on wars of their own with Canaan- 
itish tribes (1 Chron. iv. 22 ; vii. 21, 24). They were 
also artificers (1 Chron. iv. 21, 23), in which capacity 
some of them were even in the service of the king, as 
we may infer from the passage in Chronicles just 
noticed. Altogether they appear to have stood in 
very good relation with the Egyptians, for in 1 Chron. 
iv, 18 we even find an instance recorded of a Hebrew 
having married the daughter of a Pharoah. Now, as 
the Egyptians cultivated music, is it Hkely that the 
Hebrews, with the Egyptian example before them, 
should have neglected an art which was domesticated 
in their families ? Even the eighty years of bondage 
cannot have prevented this. The women, it may be 
supposed, did not pairticipate in the daily task ; neither 
did the Hebrews of rank. Thus we are told in Exod. 
iv. 27 of Aaron undertaking a journey into a foreign 
country ; aud in verse 29 of the same chapter a con- 
vocation is mentioned, to which all the elders of the 
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Hebrews were summoned. This indicates that the 
elders, at least, were masters of their own time, that 
the old patriarchal state of society continued, and that 
their family life, in which every Hebrew, after his 
day's toil, had his time at his own disposal, was not 
infringed. The labour became especially oppressive 
only after the mission of Moses (Exod. v. 6). Again, 
th^-^Hefefews, even during ^e j^fiars of their servi- 
tude, had considerable herds (Exod. ix. 6, 7 ; x. 9) ; 
there must consequently have been persons in every 
family who tended the cattle. At all events, the 
compulsory service cannot have engaged them to such 
an extent as to prevent every one of them from occu- 
pying himself in other ways."^ 

Moreover, there can scarcely be a doubt that, after 
the departure of the Hebrews from Egypt, their music 
acquired in the course of time certain characteristics 
which, distinguished it from -the Egyptian music, and 
which originated in the religious views and observ- 
ances of the Jews, as well as from their intercourse 
with Asiatic nations, and from other circumstances. 



HEBREW INSTRUMENTS. 

There are no representations of Hebrew musical 
instruments, the correctness of which is indisputable. 
Still, from our acquaintance with the Egyptian and 
Assyrian instruments, as well as with those used in 
the East at the pr€^sent day, we are enabled to ap- 
proach very near the truth in forming an opinion 



1 Geschichte und Wiirdigung der Musik bei dem Hebraern, von 
Dr. J. L. Saalschiitz, Berlin, 1829, p. 67. 
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respecting the construction and shape of the Hebrew 
instruments mentioned in the Bible. Besides those 
enumerated in the following list, some others pro- 
bably were in use with which we are entirely unac- 
quainted. 

Some of the instrumenl;s mentioned in the Book of 
Daniel may have been synonymous with some which 
o66tLt in ether p^fes M ^ Bible, under Hebrew names 
— the names given in Daniel being Chaldsean. But 
with these also the Jews were probably familiar at a 
later period. Max Miiller remarks : " The name of 
Chaldee has been given to the language adopted by 
the Jews during the Babylonian captivity. Though 
the Jews always retained a knowledge of their sacred 
language, they soon began to adopt the dialect of 
their conquerors, not for conversation only, but also 
for literary composition. The Book of Ezra contains 
fragments of Chaldee contemporaneous with the cunei- 
form inscriptions of Darius and -Xerxes ; and several 
of the apocryphaf books, tlidtgh preserved to us in 
Greek only, were most likely composed originally in 
Chaldee, and not in Hebrew."^ 

1. The Harp. — The^g^annofc be a doubt that the He- 
brews possessed th^arp, seeing that it was a common 
instrument among the Assyrians and Egyptians. But 
it is uncertain which of the Hebrew names of the 
stringed instruments occurring in the Bible really 
designates the harp. 

2. Thk Dulcimer. — Some writers on Hebrew music 
consider the nebel to have been a kind of dulcimer ; 
others conjecture the same of thepsanterin mentioned 



2 Lectures on the Science of Language, ,by Max Muller, London, 
1862, p. 277. 
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in the Book of Daniel, — a name which appears to be 
synonymous with the psalterion of the Greeks-, and 
from which also that of the present oriental dulcimer, 
santir, ra&y have been derived. 

3. The Asor. — This was a ten-stringed instrument, 
played with the plectrum, and is supposed to have 
borne some resemblance to the nebel. It is therefore 
probable that it was in appearance similar to the Asfey- 
rian instrument to which I have applied the name asor. 

4. ThbLyee. — This instrument is represented on a He- 
brew coin, generally supposed to be of the time of the 
high-priest Simon Maccabseus. The hinnor, the fav- 
ourite instrument of King David, was most likely alyre, 
if not a small harp like the trigonon mentioned p. 194. 

5. The Tamboura, oe Guitar. — Minnim, maehalath, 
and nebel are usually supposed to be the names of 
instruments of the guitar or lute kind. 

6 The Pipe. — Chalil and nekeb were the names of the 
Hebrew pipes or flutes. 

7. The Double Pipe. — Probably the mishrohitha men- 
tioned in Daniel. 

■8. The Syrinx, or Pandean Pipe. — Probably the ugab, 
which in the English authorized version of the Bible 
is rendcBed ox§an. 

9. The Bagpipe. — The word sumphonia, which occurs 
in the Book of Daniel, is, by Forkel and others, sup- 
posed to denote a bagpipe. It is remarkable that at 
the present day the bagpipe is called by the Italian 
peasantry zampogna. Another Hebrew instrument, 
the magrepha, generally described as a small organ, 
was more likely only a kind of bagpipe. 

10. The Trumpet. — Three kinds are mentioned in the 
Bible, viz., the keren, theshophar, and the chatzozerah. 
The first two were more or less curved, and might 
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properly be consideredas horns. The chatxozerah,vfa,s 
a straight trumpet, about two feet in length, and was 
sometimes made of silver (Numb. x. 2). 

11 . The Dbum. — There can be no doubt that the Hebrews 
had several kinds of drums, as well as the Assyrians 
and Egyptians, We know, however, only of the toph, 
which appears to have been a tambourine, or a small 
hand-drum, like the Egyptian darabukkeh, noticed 
page 219. In the English version of the Bible it is 
rendered timbrel or tabret. This instrument was 
specially used in processions, on occasions of rejoicing, 
and frequently by females. We find it in the hands of 
Miriam, when she was celebrating with the Israelitish 
women in songs of joy the destruction of Pharaoh's 
host (Exod. XV. 20) ; and in the hands of Jephtha's 
daughter, when she went out to welcome her father 
(Judges XI. 34). There exists at the present time in the 
East a small hand-drum, called by the Arabians doff 
or adufe, — a name which appears to be synonymous 
with the Hebrew toph. Compare also the description 
of the square tambourine (page 221). 

12. The Sisteum. — Winer, Saalschiitz, and several other 
commentators, are of opinion that the menaaneim, 
mentioned in 2 Sam. vi. 5, denotes the sistrum. In 
the English Bible the word is rendered cymbals. 

13. Cymbals. — The izeltzelim,metzillot'h, a,r\d mptzilthaim, 
appear to have been cymbals, or similar metallic in- 
struments of 'percussion, differing in shape and sound. 

14. BBLLS.^The little bells on the. robe of the high-priest 
have been already noticed. They were caMeA phaamon, 
and are mentioned in Exod. xxviii. 33 and xxxix 25. 
TheJewshave, at the present day, in their synagogues, 
smallbells attached to the ' ' rolls of the law," containing 
the Pentateuch, — a kind of ornamentation which is 
supposed to have been in use from time immemorial. 
No other Hebrew bells are known. We read, how- 
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ever, in Zech. xiv. 20 of " bells of the horses," and it 
is highly probable that the Hebrews possessed bronze 
bells like those of the Assyrians and Egyptians. 

The places in the old Testament where these in- 
struments are mentioned are the following : — 

KiNNOB. — G-en.iv.21; xxxi.27.— 1 Sam.x. 5; xvi. 16,23 
2 Sam. VI. 5 — 1 Kin^ x. 12.— 1 Chron. xiii. 8 ; xv 
21, 28 ; XVI. 5 ; xxv. 1, 3, 6.-2 Chron. v. 12 ; ix. 11 
XX. 28; XXIX. 25. — ^Nehem. xii. 27.— Job xxi. 12 
XXX. 31. — ^Psalms xxxiii. 2; xLiii. 4; xLix. 4 ; LVii 
8 ; liXxi. 22 ; Lxxxi. 2 ; xcii. 3 ; xcviii. 5 ; cviii. 2 
cxxxvii. 2 ; cxLix. 3 ; CL. 3. — Isaiah v. 12 ; xvi. 11 
xxiii. 16 ; XXIV. 8 ; xxx. 32. — Ezek. xxvi. 13. 

Nbbel. — 1 Sam. x. 5. — 2 Sam. vi. 5. — 1 Kings x. 12. — 1 
Chron. xiii. 8 ; xv. 16, 20, 28 ; xvi. 5 ; xxv. 1, 6.-2 
Chron. v. 12 ; ix. 11 ; xx. 28 ; xxix. 25. — Nehem. xii. 
27. — Psalms xxxiii. 2 ; LVii. 8 ; Lxxi. 22 ; Lxxxi. 2 ; 
xcii. 3 ; CVIII. 2 ; cxLiv. 9 ; cii. 3. — Isaiah v. 12 ; xiv. 
11. — Amos V. 23 ; vi. 5. 

AsoB. — Psalms xxxiii. 2 ; xcii. 3 ; cxltv. 9. 

Ugab. — Gen. IV. 21. — Psalms cl. 4. — Job.xxi. 1^; xxx. 31- 

Shophae. — Exod.xix. 16,'l9 ; xx. 18. — Lev.xxv. 9.— Jos. 

VI. 4, 5, 6, 8, 9, 13, 16, 20.— Judg. iii. 27 ; vi. 34 ; 

VII. 8, 16, 18, 19, 20.— 1 Sam. xiii. 3.-2 Sam. ii. 28 ; 
VI. 15; XV. 10; xviii. 16; xx. 1, 22.— 1 Kings i, 34, 
39, 41.— 2 Kings ix. 13.— 1 Chron. xv. 28.— 2 Chron. 
XV. 14.— Nehem. iv. 18, 20.— Job xxxix. 24, 25.— 
Psalms xLVii. 5 ; lxxxi. 3 ; xcviii. 6 ; cl. 3. — Isaiali 
xviii. 3 ; XXVII. 13 ; LViii. 1. — Jerem. iv. 5, 19, 21 ; 
VI. 1, 17 ; xLii. 14 ; Li. 27.— Ezek. xxxiii. 3, 4, 5, 6. 
— Hos. V. 8; VIII. 1. — Joel II. 1,15. — Amosii. 2; iii. 
6.— Zeph. I, 16.— Zech. ix. 14. 

Chatzozbeah. — Numb. x. 2, 8, 9, 10.-^2 Kings xi. 14 ; 
XII. 13.— 1 Chron. xv. 24, 28 ; xvi. 6, 42.-2 Chron. v. 
12, 13 ; XIII. 12, 14 ; xv. 14 ; xx. 28 ; xxiii. 13j xxix. 
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26, 27, 28.— Ezra in. 10.— Nehem. xii. 35, 41.— 
Psalmsi xcviii. 6. — Hos. v. 8. 

Chalii,. — 1 Sam. x. 5. — 1 Kings i. 40. — Isaiah v. 12 ; xxx. 
29. — Jerem. xLVlii. 36. 

Keren. — Josh. vi. 5. — 1 Chron. xxv. 5. — Dan. hi. 5, 7, 
10, 15. 

Nekeb. — ^Ezek. xxviii. 13. / 

TopH.— Geii. XXXI. 27.— Exod. xv. 20.— J^dg. xiV^4.-t1 
Sam. x^5 ; xviii. 6. — 2 Sard/vi. 5. — l_Chron. xiii. 8. 
— Job XXL 12. — Psahns oxlix. 3 ; oii. 4. — Isaiah 
V. 12 ; XXIV. 8 ; xxx. 32. — Jerem. xxxi. 4. 

TzELTZELiM, Metzilloth. — 2 Sam. VI. 5. — 1 Chron. xiii. 
8 ; XV. 16, 19, 28 ; xvi. 42 ; xxv, 6.-2 Chron. v. 12 ; 
XXIX. 25. — Ezra. iii. 10. — Nehem. xii. 27. — Psalms 
CL. 5. 

Menaaneim. — 2 Sam. vi. 5. 

Shalishim. — 1. Sam. xviii. 6. 

MiNNiM. — Psalms xlv. 8 ; CL. 4. 

Sabeka. — Dan. iii. 5, 7, 10, 15. 

PsANTEEiN. — Dan. III. 5, 7, 10, 15. 

SuMPHONiA. — Dan. iii. 5, 10, 15. 

MiSHROKiTHA. — Dan. III. 5, 7, 10, 15. 

Most commentators are of opinion that the keren — 
a horn or trumpet, made of ram's Lorn — was almost 
identical with the shophar ; the only diflference being, 
that the latter was more curved than the former. 
Thus are these instruments usually represented in the 
drawings given in our dissertations on Hebrew music. 
There appears, however, to be no satisfactory reason 
for making this distinction. The shophar used at the 
present day in the synagogue has not the curved shape 
given to it in those drawings. As this instrument 
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may assist us iu forming a correct idea respecting the 
ancient Hebrew trumpet, I shall presently give a short 
description of it. 

Jobel (Exod. xix. 13 ; Jos. vi. 4, 5, 6, 8, 13) is by 
some commentators classed with the trumpets ; but is 
by others believed to designate a loud and cheerful 
blast on the trumpet, used on particular occasions. If 
Jobel (from which jubilare is supposed to be derived) 
is identical with the name Jubal, the inventor of 
musical instruments, it would appear that the He- 
brews appreciated pre-eminently its exhilarating 
power. 

Shalishimis supposed to denote a triangle. Minium 
appears more likely to imply stringed instruments in 
general than any particular instrument. 

The Chaldseans abeka is believed to have been iden- 
tical with the Grreek sambuka. Too little, however, is 
known of tlie latter instrument to afford us much 
assistance in forming an opinion respecting the con- 
struction of the former. The Greek sambuka is de- 
scribed by some writers as of a triangular shape, and 
mounted with four short strings only ; according to 
others it was boat-shaped. Drieberg believes it to 
have been a kind of guitar. 

The mishrokitha is represented in the drawings of 
our Histories of Music as a small organ, consisting 
of seven pipes placed in a box, with a mouthpiece for 
blowing. It is not improbable that some instrument 
of the kind was known to the Hebrews and to the 
Assyrians. The cheng of the Chinese, a similar 
instrument, is asserted to have been in use several 
centuries before the Christian era. But the shape of 
the pipes and of the box, as well as the row of keys 
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for the fingers, exhibited in the representation of the 
mishrokitha, have too much of the European type not 
to suggest that they are probably merely a product of 
the imagination. 

Nechiloth, gittith, and machalath, which occur in the 
headings of Psalms v., viii., liii., Ixxxi., Ixxxiv,, 
Ixxxviii., are also by some commentators supposed 
to be names of musical instruments. Nechiloth is said 
to have been a flute, and gittith and machalath to have 
been stringed instruments. Again, others maintain 
that the words denote peculiar modes of performance, 
or certain favourite melodies to which the psalms 
were directed to be sung, or chanted. 

Machol (Exod. xv. 20 ; xxxii. 19. Jndg. xi. 34 ; 
xxi. 21. 1 Kings iv. 31. Psalms xxx. 11 ; cxlix. 3 ; 
cl. 4. Song of Sol. vii, 1. Jerem. xxxi. 4, 13. Lament. 
V. 15) is, in the opinion of some writers, a kind of 
flute, especially used for accompanying dances ; but 
IS more generally believed to signify the dance 
itself. 

Forkel observes that, according to the records of 
the Rabbins, the Hebrews in the time of David and 
Solomon possessed thirty-six different musical instru- 
ments. In the ' Bible, however, only about half that 
number are mentioned. Although it is highly pro- 
bable that at least some of them were almost identical 
with those of the Assyrians known to us from the 
bas-reliefs, it would be hazardous to identify them 
with any of the latter, on account of the very slight 
information transmitted to us respecting their form 
and construction. In fact, from our most reliable 
source, the Bible, scarcely more can be gathered con- 
cerning them than their Hebrew names. The diver- 
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sity of opinion among Hebrew scholars about the real 
nature of most of them is evident even in the first 
record on music, where Jubal is mentioned as the 
inventor of the Icinnor and ugab (Gen. iv. 21). In 
the English authorized version the passage is ren- 
dered : " He was the father of all such as handle the 
harp and organ. In Luther's German translation 
we read: "Von dem sind hergekommen die Geiger 
u^ Pfeifer " (i. e. the performers on stringed instru- 
ments played with a how and on pipes). The Vulgate 
has "cithara et organo ;" the French translation, 
"la harpe et las orgues;" the Italian, "la cetera e 
I'organo," &c. 

Eespecting the illustrations of Hebrew instruments 
which usually accompany commentaries on the Bible 
and historical treatises on music, it ought to be borne 
in mind that most of them are merely the offspring of 
conjectures founded on some ohscare hints in the 
Bible, or vague accounts by the Kabbins. 

Equally unreliable are the conclusions drawn solely 
from etymological enquiries. For instance, it has been 
suggested that the trumpet called shophar must have 
been constructed of brass or silver, because shophar 
means "to be bright." Is it not, however, quite as 
probable, if not more so, that the meaning of the word 
refers not to the outward appearance of the instru- 
ment, but to the brightness of its sound ? /V 

The most reliable illustrations of Hebrew musical 
instruments are perhaps those which have been copied 
from the sculptures on the Aroh of Titus at Rome. 
But it must be remembered that the arch, in com- 
memoration of the conquest of Jerusalem, was not 
erected until some time after the death of Titns, and 
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that we cannot be sure that the sculptor was actually 
acquainted with the Hebrew instruments; or, being 
acquainted with them, that he did not consider it 
more incumbent on him to please the eye by intro- 
ducing modifications of the forms, than to adhere 
strictly to the truth. At all events, before admitting 
such monumental records as evidences, more caution 
ought to be exercised than is usually the case ; and it 
would be well to bear in mind JBumey's remark on a 
certain statue of Handel, erected in Vauxhall Gardens 
in the reign of George the Second : " The musician is 
represented playing upon a lyre. Now, if this statue 
should be preserved from the ravages of time and 
accident twelve or fourteen hundred years, the anti- 
quaries will naturally conclude that the instrument 
upon which Handel acquired his reputation was the 
lyre, though we are at present certain that he never 
played on, or even saw, a lyre, except in wood or 
stone."* 

Supposing the figures on the Arch of Titus to be 
authentic, they may probably be different from the 
instruments which were in use about a thousand years 
earlier, at the time of David and Solomon,, when the 
art of music with the Hebrews was in its zenith. If 
we compare our own music with that of our ancestors 
a thousand years ago, we are surprised at the won- 
derful change it has undergone. In semi-civilized 
nations the a,rts are undoubtedly for a considerable 
time almost stationary ; iind several oriental nations 
are notorious for the tenacity with which they cling 
to what has been transmitted to them from time imme- 



3 Burney's History of Music, i. 493. 
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morial. Nevertheless it is not likely that the instru- 
ments of the Hebrews — indeed their music altogether 
— should have remained entirely unchanged during a 
period of many centuries. Some modifications were 
likely to occur even from accidental causes ; such, for 
instance, as the unpremeditated invention of some 
instrument, or the influence of neighbouring nations, 
as the Assyrians, when the Hebrews came into closer 
contact with, them. Thus also may be explained 
why the accounts of the Hebrew instruments given 
by Josephus, who lived in the first century of the 
Christian era, are not in exact accordance with those 
in the Bible. 

Josephus has been frequently cited as an authority 
on matters relating to Hebrew music ; but it would 
seem that, whatever confidence he may deserve on 
other questions, his statements on the subject of music 
ought to be received with much caution. Let us take, 
for instance, his account of the preparations for the 
musical performances at the dedication of the temple. 
Solomon, he tells us, had made on this occasion two 
hundred thousand trumpets according to the direc- 
tions of Moses, and two hundred thousand dresses for 
the Levite singers, and forty thousand stringed instru- 
ments of bright and precious metal for accompanying 
the voice ; all of which he ordered to be kept in the 
temple with the treasures.* 

In comparison with such an enormous combination 
of vocal and instrumental music, our most powerful 
bands dwindle into insignificance. It throws into 
shade even the monster orchestra of which Berlioz 



* See Flavius Josephus, Antiqu., lib. viii. cap. 3. 
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speaks with prophetic rapture as the ne plusyiutra 
in our music of the future, and of which he s^ys, " Its 
repose would be majestic as the slumber of ocean ; its 
agitations would recall the tempest of the tropics ; 
its explosions, the outbursts of volcanos !" &c.* It is 
a pity that Josephus has omitted to inform us how the' 
performers, besides the people, found accommodation 
within the temple : " The length thereof," we read in 
1 Kings vi. 2, " was three score cubits, and the breadth 
thereof twenty cubits, and the height thereof thirty 
cubits." The supposition of some writers that the 
two hundred thousand trumpets were not intended to 
be used at the inauguration of the temple, but to be 
deposited in its vaults, is likewise too much in contra- 
diction to the recorded wisdom of Solomon to be 
seriously entertained. 

THE CHATZOZERAH. 

Some Jewish literati are of opinion that a certain 
small figure, occurring on some coins of the time of 
Simon Maccabseus, is meant to represent 
the trumpet, chatzozerah. There are 
always on the coin two of these figures 
together. 

If they really are intended to represent 
musical instruments, and not pillars, they Fig. 91. 

,•1 1 1 t 1 J. • M Hebrew coin. 

may as likely be drums, somewhat similar 
to the Assyri^pn sugarloaf drum, but still more resem- 
bling a kind of darabuklceh found at the present time 




g A Treatise upon Modern instru- I Berlioz, truislated from the French, 
mentation and Orchestration by H. | London, 1856, p. 244. 

u 2 
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among several oriental nations, and also among the 
negroes in some parts of Africa, where it was intro- 
duced hy the Arabs. The above engraving is sketched 
from a small silver coin in the British Museum. 
There appears, however, to be a doubt v?liethfer it 
really dates from the time of Simon Maccabaeus, or 
whether it ought to be attributed to Simon Barcho- 
chel^as, a.d. 132. 



THE SHOPHAR. 

The shophar is especially remarkable as being the 
only Hebrew instrument which has been preserved to 
the present day in the religious services of the Jews. 
It is still blown, as in time of old, at the Jewish New 
Year's festival, according to the command of Moses. 
(Numb. xxix. 1.) 

In fig. 92 are shown four of these instruments. 
Those marked a and b are from a synagogue in 
Grermany. They have been copied from drawings 
published by Saalschiitz, who remarks that the first 
represents a shophar made of a ram's horn, and the, 
second, one made of the horn of a cow.® The other 
two (marked c, and d) are from the principal syna- 
gogues in London, where I have been permitted to 
examine them. The first of these (c), from the syna- 
gogue of the Spanish and Portuguese Jews, Bevis 
Marks, is one foot in length. The other (d) , from the 
Great Synagogue, St. James's Place, Aldgate, is 
twenty-one inches in length. Both are entirely of 



8 Von der Form der hebraisohen I die Muaik der Hebraer, von J. L. 
Poesle, nebst einer Abhandlung iiber I Saalschutz, Konigsberg, 1825. 
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horn the latter differs e&pecially from the former, 
m so far as its tube is not round, hut compressed, so 




¥ig. 92. 



The Bliophar used in Jewish synagogueB. 



that the cavity is of a long oval sLape. There are, 
besides this, other shopbars in the Great Synagogue, 
which are smaller, and in shape somewhat different 
from each other; but that which is here represented 
is the one generally used. On some of them short 
appropriate sentences in Hebrew are engraved. One, 
for instance, had the verse from Psalm Ixxxi., which 
in the English translation is rendered " Blow up the 
trumpet in the new moon, in the time appointed, on 
our solemn feast day." The psalm in question forms 
part of the service for the New Year's festival, at 
which the shophar is blown. 
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David Levi says : " The reason of the trumpet 
being made of a ram's horn is in remembrance of 
Abraham offering his son Isaac, when the angel of 
the Lord called to him out of heaven, and said, ' Lay 
not thine hand upon the lad, neither do thou anything 
unto him ; for now I know that thou fearest God, 
seing that thou hadst not withheld thy son, thine only 
son, from me. And Abraliam lifted up his eyes, and 
looked a^d behold behind him a ram caught in a 
thicket by his horns : and Abraham went and took 
the ram, and offered him up for a burnt-offering in the 
stead of his son ' (Gen. xxii. 12, 13) ; — which our re- 
ceived tradition informs us was on this day; and 
therefore we make use of a trumpet made of a ram's 
horn, beseeching the Almighty to be propitious to us, 
in remembrance and through the merits of that great 
event ; and as it is mentioned in Numb. x. 10, — ' Also 
in the day of your gladness, and in your solemn days, 
and in the beginnings of your months, ye shall blow 
wij;h tlte, trumpets over your burnt-offerings, and over 
the sacrifices of your peace-offerings ; that they may 
be to you for a memorial before your God : I am the 
Lord your God.' '"' 

The signals blown on the shophar are said to be the 
same, at least rhythmically, as those which were used 
more than three thousand years ago. This is the 
more probable because they are strictly prescribed 
and adhered to ; they are simple, characteristic, and 
easily preserved traditionally ; and they are very 
much the same in all the synagogues. The liturgy 



7 A Succinct Account of the Rites and Ceremonies of the Jews, 
by David Levi, London, 1783, p. 78. 
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of the Spanish and Portuguese Jews, known as the 
Sephardic Liturgy, is different from that of the Ger- 
man and Polish Jews. The fact of their signals being 
nearly the same furnishes a strong proof of their 
having been in use anterior to the settlement of the 
Jews in the Spanisli Peninsula, and in northern Africa, 
which took place at the time of the Mohammedan con- 
quests. And a& th6-^gnals have been preserved intact, 
notwithstanding the subsequent persecutions and ex- 
pulsion of the Jews from the Peninsula, it is not at 
all improbable that they may have been likewise pre- 
served through many centuries before the dispersion 
of the Jews throughout the world, when the Jews 
formed a large community, and when a strict ad- 
herence to their aucient religious usages was therefore 
comparatively easy. In the following examples we 
have the three principal signals of the shophar : — 

SIGNALS IN THE SYNAGOGUE OF THE GERMAN 
JEWS. 



Tbruha. 



Tekiha. 



i 



Shbbarim. 



s 



••- -• -•--•--•- -•- -•- -•- 



ri-^i£B 



=?-F= 



•SIGNALS IN THE SEPHARDIC SYNAGOGUE. 
Tebtjha. Teeiha. 



ml 



Shebarim. 



w^m^fim^ 



^ 



^ 



3EE 



The teruha consists of rapid repetitions of the prime, 
with a conclusion in the fifth. The tekiha consists of 
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a figure of two intervals, the lower being of longer 
duration than the higher. This is several times re- 
peated. The shebarim is the slowest signal, each note 
being sustained as indicated in the above examples 
by the pauses. The extension of the tehiha and 
shebarim into the octave, in the first example, is on 
some small shophars not easily executed ; this may be 
the reason why these signals are also usual as given 
in the second example ; rhythmically they are exactly 
the same in both instances. 



THE MAGREPHA. 

The magrepha is not mentioned in the Bible, but 
is described in the Talmud. In tract Erachiu it is 
recorded to have been a powerful organ which stood 
in the temple at Jerusalem, and consisted of a case or 
wind-chest, with ten holes, containing ten pipes. Each 
pipe was capable of emitting ten different sounds, by 
means of finger-holes, or some similar contrivance : 
thus one hundred different sounds could be produced 
on this instrument. Further, the magrepha is said 
to have been provided with two pairs of bellows, and 
with ten keys, by means of which it was played with 
the fingers. Its tone was, according to the Eabbinic 
accounts, so loud that it could be heard at an in- 
credibly long distance from the temple. Drawings of 
this wonderful instrument, probably originally made 
after the description of the Rabbins, are to be found 
in several of our older treatises on Hebrew music. 
They are all like that given in Hawkins's 'History 
of Music,' vol, i. p. 256, which has been copied from 
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' Sing- und Kling-Kunst, von Wolfgang Caspar 
Piintz,' Dresden, 1690. 

Pfeiffei', one of our best authorities on Hebrew 
music, is of opinion that the magrepha was not an 
organ at all, but that it was a large kettle-drum which 
stood between the porch of the temple and the altar, 
and which was struck to assemble the priests to 
prayer, and the Levites to the performance of sacred 
sougs, as well as to announce the approach of lepers 
for purification.^ Saalschiitz, another careful inquirer, 
declares this to be an error, which he supposes to 
have ariseu from Pfeiffer having been misled by the 
name magrepha being also applied to another instru- 
ment, likewise used in the temple.' This, however, 
was not a musical instrument at all, but a large fire- 
shovel used in removing the cinders and ashes from 
the altar and temple. In the Talmund, tract Thamid, 
it is stated that it was the custom for the Levite, at a 
fixed time, after having used the shovel, to throw it 
down between the altar and the porch ; thereby pro- 
ducing a loud noise, which was heard at a great 
distance from the temple, and served to inform the 
people who approached how far the religious observ- 
ances had proceeded. 

In short, it appears uncertain whether the much- 
lauded magrepha was an organ, a kettle-drum, or a 
fire-shovel. Still, if this question could be decided by 
a majority of voices, no doubt would remain that 
there actually was a kind of organ, called magrepha, in 
the temple. 



/, 8 Ueber die Musik der alten 
; Hebraer, von A. F. Pfeiffer, 
' Erlangen, 1779, p. 52. 



9 Gesohiohte und Wiirdigung der 
Musik bei den Hebraern, von J. I^. 
Saalsohutz, Berlin, 1829, p. 131. 
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Of the real nature of this iustrument, and the Assy- 
rian sumphonia, perhaps some idea may he formed 
from a kind of hagpipe,^a syrinx with hellows (iig. 
93), — which has been found represented on one of the 
ancient terra-cottas excavated in Tarsus, Asia Minor, 
by Mr. W. Burckhai^t Barker. These remains are 
believed to be about 2000 years old, judging from 
the figures upon tl^em, and from coins ,struck aboat 

200 years B.C. having 
been found embedded 
with them. We have 
therefore before us 
probably the oldest 
representation of a 
bagpipe hitherto dis- 
covered. " The in- 
strument," Mr. Bar- 
ker says, " consists of 
a vertical row of pipes, 
the length unknown, as the lower portion is want- 
ing; they are inserted into a small air-chest, which 
appears inflated in the middle part. Tlie-i right 
hand is operating upon it with a kind of cushion or 
compress, by which the player forces the air into the 
pipes, and which he seems to apply to different parts 
at will. There appears to have been a prolongation 
of the central part of the instrument across the left 
arm : the loss of this is much to be lamented, as that 
would have shown us more of its construction, 
and also how the left hand was employed in playing 
it. It is firmly fixed to the body ; but the upper ends 
of the reeds are too low for the performer to blow into 
them with his mouth. The openings in the tops of 




Fig. 93. 
Ancient bagpipe from Tarsus, Cilioia. 
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the reeds are all perfect ; nothing is deficient at that 
end. This may be looked upon as the very first ap- 
plication of a pneumatic chest to the Pandean organ, 
which still retains its place on the breast of the player, 
though he no longer operates upon it with his mouth. 
It is most desirable to restore this figure ; we should 
then see whether the left hand or the foot was em- 
ployed to blow the air into the machine."^ 



NEBEL AND NOFRE. 

A change of the liquid consonants r and I, one into 
the other, is by no means uncommon, and occurs in 
the English language, for instance, in the word colonel. 
Philologists have ascertained that in one of the Coptic 
dialects, called Bashmuric, the letter r was pronounced 
as /. The change of b into v or /, and vice versA, is 
yet more usual. Even without these known facts, 
we may rely on the opinion of Dr. Birch, who has in- 
formed me that the word nebel, or neble, is identical 
with the word nofre of the ancient Egyptians. Now, 
with the nofre we are well acquainted. We know 
that it was a kind of guitar, closely resembling the 
modern tamboura of the East. It would thus appear 
that the Hebrews derived the nebel originally from 
Egypt, and that those commentators on the Hebrew 
text of the Bible, who surmise this instrument to have 
been a kind of guitar, are most likely right. 

One objection, however, may be raised against this 
opinion. We find in Psalms xxxiii. 2 and cxliv. 9, 



1 Cilioia and its Governors, by W. B. Barker, London, 1853, p. 260. 
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the asor mentioned as a ten-stringed nebel. Such a 
number of strings, however, could not have been 
placed on the nofre, or on any other instrument resem- 
bling the tamboura, on account of the narrowness of 
the neck. 

1 have already pointed out the impossibility of de- 
ciding upon the nature of unknown musical instru- 
ments from their names only. Supposing we were 
unacquainted with the trumpet marine, formerly a 
favourite instruments of the sailors, should we not, 
from its name, be led to conjecture that it must have 
been a kind of trumpet ? It was, however, a stringed 
instrument played with a bow, on which sounds could 
be produced resembling those of the trumpet. Again, 
the Jew's harp (jaw's harp ?) has no resemblance 
whatever to the harp. In German it is called Maul- 
tromviel, from which might be conjectured that it 
must be a kind of drum. Thus also the nehel asor may 
have been au instrument widely different from the 
nofre. 

I am anxious to point out these uncertainties and 
doubts, because they have often been lost sight of in 
inquiries like the present. It is, however, only by 
considering them that we can hope to arrive at the 
truth. 

THE HEBREW LYRE. 

There appears to be a probability that a Hebrew 
lyre of the time of Joseph (about 1800 b.c.) is repre- 
sented on an ancient Egyptian painting, discovered 
in a tomb at Beni Hassan — which is the name of cer- 
tain grottoes on the eastern bank of the Nile. Sir 
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Gardner Wilkinson observes : "If, when we become 
better acquainted with the interpretation of hiero- 
glyphics, the ' strangers ' at Beni Hassan should 
prove to be the arrival of Jacob's family in Egypt, 
we may examine the Jewish lyre drawn by an 
Egyptian artist. That this event took place about 
the period when the inmate of the tomb lived is 
highly probable — at least, if I am correct in con- 
sidering Osirtaseu I. to be the Pharaoh the patron of 
Joseph ; and it remains for us to decide whether the 
disagreement in the number of persbns here intro- 
duced — thirty-seven being written over them in hiero- 
glyphics — is a sufficient objection to their identity. 
It will not be foreign to the present subject to intro- 
duce those figures, which are curious, if only con- 
sidered as illustrative of ancient customs at that early 
period, and which will be looked upon with un- 
bounded interest should they ever be found to refer 
.to the Jews. The first figure is an Egyptian scribe, 
who presents an accouut of their arrival to a person 
seated, the owner of the tomb, and one of the prin- 
cipal officers of the reigning Pharaoh. The next, also 
an Egyptian, ushers them into his presence ; and two 
advance, bringing presents, the wild goat or ibex, 
and the gazelle, the productions of their country. 
Four men, carrying bows and clubs, follow, leading 
an ass on whiqh two children are placed iii panniers, 
accoiiipanied Iby a boy and four, women ; and, last of 
all, another ass laden, and two men — one holding a 
bow and club, the other a lyre, which he plays with 
the plectrum. All the men have beards, contrary to 
the custom of the Egyptians, but very general in the 
East at that period, and noticed as a peculiarity of, 
foreign uncivilized nations throughout their sculp- 
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tures. The men have sandals, the women a sort of 
boot reaching to the ankle — both which were worn 
by many Asiatic people. The lyre is rude, and 
differs a little in form from those generally used in 
Egypt. "^ 

The accompanying figure is a copy of the player 
on the lyre, as represented in the engraving of the 
group of strangers, to which the description of Sir 
Gr. Wilkinson refers. 

Again, the three bearded men with lyres in the 
Assyrian bas-relief described page 95 are by some 

authorities on such questions 
supposed to represent Jewish 
captives. They certainly are 
in appearance and dress al- 
most exactly like those figures 
ion anothei Assyrian sculpture 
/which Mr. Layard describes as 
Jewish Captives.^ If further 
researches should confirm this 
opinion, the lyre in our en- 
graving fig. 7 must be re- 
garded not as an Assyrian, but 
as a Hebrew instrument. It 
belongs, however, to a period 
about a thousand years later 
than the lyre before mentioned. 
How interesting the scene represented in woodcut 
fig. 95 will become, not only to the musician, but 
also to the archaeologist, and indeed to every reflect- 




The supposed Hebrew lyre. 



2 Manners and Customs of 
the Ancient Egyptians, by Sir 
Gardner Wilkinson, London, 
1847, vol. ii. p. 296. 



3 Discoveries in the Buins of 
Nineveh and Babylon, by A. H. 
Layard, London, 1853, p. 152. 
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iug reader of Scripture, should further investigation 
reveal to a certainty the captive minstrels before us 
to be Hebrews! How forcibly they present to our 




Fig-. 9S. Captive Musicians playing on stringed instrnments, supposed to be Jews. 
(From a bas-relief'in the British Museum). 

inind the dejected captives who by the waters of 
Babylon, having hung their hinnors on the willows, 
sat down and gave vent to their grief! 

The cross-bar of these lyres terminates in the head 
of a goose or duck. The bow of the warrior who 
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guards the captives is also ornamented in this way. 
In fact, the head of an aquatic bird must have been a 
common ornament with the Assyrians, since we find 
it not unfrequently on implements and on chariots 
represented in the bas-reliefs. Still, it would be pre- 
cipitate to conclude therefrom that these lyres must 
he Assyrian instruments. The sculptor may not im- 
probably have applied to the Hebrew instrument the 
favourite oruameut of his country ; or the Hebrews 
may actually have used the same ornament, as also 
the Egyptians did on their stringed instruments. It 
occurs, for instance, in the Egyptian trigouon, as seen 
in woodcut fig. 35. 

These lyres appear to have had four strings — a 
number which, it will be remembered^ was also usual 
on the most ancient lyres of the Greeks. Burney has 
etideavoured to sliow that the latter were tuned in 
the following order of intervals : — 



:^EE^^=feE|= 



thus forming a tetrachord.* Other historians believe 
the intervals to have been as follows : — 



i 



They are led to this conclusion principally by some 
remarks of Boethius. This series is certainly more 
likely to have been in use than that mentioned by 

I 

4 See Burney's History of Music, vol. i. p. 278. 
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Bui-ney; for the lyre, if thus tuned, could be 6m- 
Blpyed most effectually for accompanying the voice. 
Besides, at the present, day, the four-stringed instru- 
ments met with among ajfferent nations are generally 
tuned in fifths or in fourths. 

True, such an arrangement of intervals on the lyre 
appears to he incompatible with the pentatonic scale ; 
but it should be born in mind that the lowest string 
on instruments of this class does not necessarily repre- 
sent the key-note or tonic. On the four-stringed lyre 
the second interval may very probably have been 
usually the tonic of the songs for accompanying 
which the instrument was chiefly used. If this 
were the case, the lowest note would have stood 
to the tonic in a relation equivalent to that of the 
fifth. 
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This view is much strengthened by facts met with 
among various nations whose degree- of musical culti- 
vation at the present day is nearly on a par with that 
attained by most of the ancient nations. On the 
Nubian lyre, for instance, the first string is tuned a 
fifth from the second string, which has the principal 
interval or tonic of the songs. (See the musical nota- / 
tion, page 158.) The Arabs have at present a 
;system of intervals in which not the first note, d, bUt 
iihe fom'th, g, is the principal one. 



Diatonic Scale of the Arabs. 
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Further, it is worthy of consideration that such a 
series of fourths or of iiftlis as we know with cer- 
tainty to have been in use among ancient nations 
— the Chinese, for instance, according to Amiot, 
had adopted at a very early period a system of 
fifths, and the Greeks had, as is well known, com- 
binations of tetrachords — that such a series of fovrths 
or of fifths exhibits at first the intervals of the 
pentatonic scale, and after these those of the diatonic 
scale. 

Pbntaionic Scale. 
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Succession oe Fifths. 
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Diatonic Scale. 



Pentatonic Scale. 
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Succession of Fourths. 
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Diatonic Scale. 
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Even the two intervals of a fourth on the four- 
stringed lyre, which are in the compass of two dis- 
junct tetrachords — 
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lead, if continued in the same order, first to the 
intervals of the pentatonic scale : — 



Pentatonic Scale. 
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Diatonic Scale. 
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These facts are pointed out partly with the object 
of showing the probability that the Greek system of 
tetrachords also was an offspring of the pentatonic 
system ; but more especially because they afford, in 
my opinion, additional indications of the closest 
affinity having originally existed between the dif- 
ferent musical systems of the Eastern nations. 

Further, we have a representation of the lyre on 
some Hebrew coins generally ascribed to Simon 
Maccabseus, who lived in the second century before 
the Christian era. There are five of them in the 
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British Museum ; two are of silver, and the others 
of copper. On three of them are lyres with three 
strings ; another has one with five, and another one 






r 



Fig. 96. Hebrew coins with tlie lyre. 

with six strings. The body of the lyre appears in 
two different shapes, as shown in the engraving 
fig. 96, which exhibits the three copper coins which 
are in the British Museum. 

The arrangement of intervals on the five-stringed 
and six-stringed lyre does not require, after what has 
been already ascertained, any further explanation. 
The two sides of the frame appear to have been made 
of the horns of animals, or they may have been of 
•vood formed in imitation of two horns, which ori- 
ginally were used. Lyres thus constructed are still 
found in Abyssinia. The traveller Bruce states that 
formerly they were made of the horns of a kind of 
goat called Agazan, about the size of a small cow, 
and common in the province of Tigr^. He saw in 
that country several of these lyres " elegantly made 
of such horns, which nature seems to have shaped on 
purpose." He says: "After fire-arms becanae com- 
mon in the province of Tigre, and the woods were cut 
down, this anitrial beiiig more scarce, the lyre has 
been made of a light red wood. However, it is 
always cut into a spiral twisted form, in imitation of 
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the ancieut materials of which the lyre was com- 
posed."* 

This shape is also usual iu the representations of 
the various Greek lyres; and it may he recognised 
in a fragment of the actual instrument deposited in 
the British Museum. This interesting relic was found 
in a tomb near Athens. The .two pieces consti- 
tuting the frame are of wood. Their length is about 
18 inches, and the length of the cross-bar at the top 
is about 9 inches. The instrument is, however, in a 
condition too dilapidated and imperfect to be of any 
essential use to the musical inquirer. 

The three-stringed lyre was most probably tuned 
in the following order of intervals : — 
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These notes are the lowest of the harmonics emitted 
by a vibrating string, and the first of the natural 
f owes produced on a tube like the teompet or horii. 
Besides, they are especially suited for accompanying 
songs or recitations — an object for which the three- 
sfcriuged lyre must have been principally employed, 
since it was too limited in the number of its tones to 
be of material use as a solo-instrument. 

Almost all the three -stringed and Iwo-stringed 
instruments still found in the East are tuned either in 
fifths or in fourths. It ought to be remembered that 
these two intervals are nearly related, in so far as the 
fourth is an inverted fifth, and the fifth an inverted 
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fourth. The two strings of the Arabian hemangeh 
are tuned thus — 



M 



The Chinese two-stringed fiddle, urh-heen, is tuned 
iu the interval of a fifth. The three strings of the 
Chinese guitar, san-heen, are, according to Tradescant 
Lay, " tuned as fourths to each other." The Japanese 
samsien, a kind of guitar with three strings, is tuned, 
according to Meijlan, as follows : — 



i^^^^ 



All these instruments have a neck by means of 
Avhich the intermediate notes can be produced. In- 
struments with obly three unalterable strings, like 
the above Hebrew lyre, are no longer in use in 
the East. 

The reasons which can be given in support of the 
opinion that Idnnor denotes the Hebrew lyre are 
certainly far from conclusive ; still, they appear to be 
deserving of consideration. The lyre was evidently 
an universally-known and favoured instrument among 
ancient Eastern nations. Being much more simple 
in construction than most other stringed instruments, 
it undoubtedly preceded them in antiquity. The 
hinnor is mentioned in the Bible as the oldest stringed 
instrument, and as the invention of Jubal. Even if 
the name of one particular stringed instrument is 
here used for stringed instruments in general, which 
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may possibly be the case, it is only reasonable to 
suppose that the oldest and most universally-known 
stringed instrument would be mentioned as a repre- 
sentative of the whole class rather than any other. 
Besides, the kinnor was a light and very portable 
instrument : King David, according to the Kabbirdc 
records, used to suspend it during the night over his 
pillow. All its uses mentioned in the Bible are espe- 
cially applicable to the lyre. And the resemblance 
of the word kinnor to kithara, kissar, and similar 
names known to denote the lyre, also tends to con- 
firm the opinion that it refers to this instrument or to 
a kind of trigouou. 



VOCAL AND INSTRUMENTAL PERFORMANCES. 

With the nature of the Hebrew musical per- 
formances we are more accurately acquainted than 
with the iustraments. Moreover, it is evident from 
the Biblical records that the Hebrews had various 
kinds of saCl-ed and sedtiMr miilsical composition 
differing according to the occasions on which they 
were employed. To enter into a detailed description 
of them would transgress the limits prescribed by the 
object of the present essay. The following short 
summary will suffice for our purpose. 

Sacred Music in Divine Worship was evidently re- 
garded as of the highest importance by the Hebrews. 
The number of musicians engaged in the Temple in 
the reign of King David is stated to have been four 
thousand : " And four thousand praised the Lord 
with instruments which I made, said David, to praise 
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therewith (1 • Chron. xxiii. 6). An enumeration of 
the whole band is given 1 Chron. xxv., from which 
we learn that it consisted of two hundred and eighty- 
eight well -practised members, described as " cunning " 
in their profession ; the rest, making up the number 
of four thousand, appear to have been pupils and 
occasiohal assistants of the former. 

In the solemn musical performances in the proces- 
sions conveying the ark, the three principal con- 
ductors of the band, Heman, Asaph, and Ethan, 
"were appointed to sound with cymbals of brass " 
(1 Chron. xv. 19). These "cymbals" {metziltliaim) 
were most likely a kind of castanets, perhaps resem- 
bling the crotala of the ancient Egyptians before 
mentioned, with the rhythmical sounds of which the* 
leaders indicated the time and directed the per- 
formance. 

In 2 Sam. vi. 5 we read : " And David and all 
the house of Israel played before the Lord on all 
manner of instruments made of fir-wood, even on 
harps, and on psalteries, and on timbrels, and on 
cornets, and on cymbals." The occasion on which 
this combination of instruments was employed was 
the conveyance of the ark. The same band is de- 
scribed somewhat differently in 1 Chron. xiii. 8, 
where singing is mentioned with the accompaniment 
of harps, psalteries, timbrels, cymbals, and trumpets. 
This suggests the probability that in some of the 
descriptions of Hebrew bands occurring in the Bible, 
some instruments — perhaps those which were con- 
sidered as of minor importance — may have been 
left entirely unnoticed, and that therefore the bands, 
on some occasions, consisted of a greater number 
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of di£ferent iuBtrumeuts than would appear from the 
accounts. 

Grrand, but to our ears painfully loud, must have 
been the performance which assisted at the solemn 
dedication of Solomon's Temple : " Also the Levites 
which were the singers, all of them of Asaph, of 
Heihan, of Jeduthun, with their sons ahd their 
bjtethj-en, being a^ayed in white linen, having cym- 
bals, and psalteries, and harps, stood at the east end 
of the altar, and with them an hundred and twenty 
priests sounding with trumpets: It came even to 
pass, as the trumpeters and singers were as one, to 
make one sound to be heard in praising and thanking 
the Lord ; and when they lifted up their voice with 
the trumpets and cymbals and instruments of music, 
and praised the Lord, saying, For he is good ; for 
his mercy endureth for ever: that then the house 
was filled with a cloud, even the house of the Lord : 
so that the priests, could not stand to minister by 
reason of the cloud ; for the glory of the Lord had 
filled the house of God " (2 Chron. v. 12, 13, 14). 

Sacred Songs and instrumental compositions, which 
probably were performed also in family circles, are 
alluded to in the Bible in a few instances only : 
" Ye shall have a song, as in the night when a holy 
solemnity is kept; and gladness of heart, as when 
one goeth with a pipe to come into the mountain of 
the Lord, to the mighty One, of Israel " (Isaiah xxx. 
29). " Though ye offer m^burnt offerings and your 
meat offerings, I will not accept them : neither will I 
regard the peace offerings of^ your fat beasts. Take 
thou away from me the noise of thy songs, for I will 
not hear the nielody of thy viols " (Amos v. 22, 23). 
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" Is any among you afflicted ? let him pray. Is any 
merry ? let 'him sing psalms " (James y. 13). 

Military Music, sacred as well as secular, was evi- 
dently considered a necessary requisite in warlike 
exploits. When Jehoshaphat went to battle against 
the hosts of. Ammon, Moab, and Seir, he placed a 
choir of singers in the front of his army: "And 
when he had consulted with the people he appointed 
singers unto the Lord, that should praise the beauty 
of holiness, as they went out before the army, and to 
say. Praise the Lord ; for his mercy eudureth for 
ever " (2 Chron. xx. 21). 

An instauce of the powerful effect of the trumpet 
upon the Hebrews, in encouraging them on the 
battle-field, is recorded 2 Chron. xiii. 12, 14; and a 
peculiar use made of this instrument in war occurs 
on occasion of the capture of Jericho : " And seven 
priests shall bear before the ark seven trumpets of 
rams' horns : and the seventh day ye shall compass 
the city seven times, and the priests shall blow with 
the trumpets. And it shall come to pass that when 
they make a long blast with the ram's horn, and 
when ye hear the sound of the trumpet, all the 
people shall shoiit with a great shout" (Josh. vi. 4, 5). 
Another peculiar employment of the trumpet in 
war occurs in the stratagem of Grideon (Judg. vii.), 
in which three hundred truuipets were used by the 
warriors. 

Triumphal Songs, as well as instrumental perform- 
ances, usually of a sacred character, celebrating a 
victory over the enemy, are also frequently alluded 
to in the Biblical records. Such, for instauce, were 
the song of Moses and Miriam, in which the children 
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of Israel joined in chorus (Exod. xv.), and the song of 
Deborah and Barak (Judg. v.). True, we do not find 
it recorded that the last-mentioned song was per- 
formed with instrumental accompaniments and dances, 
like other songs of the same description ; still, there 
Ciui scarcely be a doubt that this was the case. David, 
after his return from the slaughter of the Philistine, 
was greeted with vocal and instrumental music 
(1 Sam. xviii. 6); and musical performances of a 
similar character are those of Jephthah's daughter 
and her companions (Judg. xi; 34) ; of Jehoshaphat 
and his people, on returning from a successful fexpe- 
dition to Jerusalem (2 Chron, xx. 27, 28) ; and of 
Judith and the women, after the death of Holofernes 
and the defeat of the Assyrians. The description of 
the last-mentioned musical performance, occurring in 
one of the apocryphal books, is remarkably illustrative 
of Eastern customs, and reminds one forcibly of some 
of the ancient Egyptian and Assyrian representa- 
tions of such performances: — "Then all the women 
of Israel ran together to see her [Judith] , and blessed 
her, and made a dance among them for her : and she 
took branches in her hand, and gave also to the 
women that were with her. And they put a garland 
of olive upon her and her maid that was with her, 
aud she went before all the people in the dance, 
leading all the women : and all the men of Israel 
followed in their armour with garlands, and with 
songs in their mouths. Then Judith began to sing 
this thanksgiving in all Israel, and all the people sang 
after her this song of praise. And Judith said. 
Begin unto my God with timbrels, sing unto my 
Lord with cymbals : tune unto him a new psalm : 
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exalt him, and call upon his name," &c. (Judith xv. 
12, 13 ; xvi. 1, 2). 

Erotic Songs are alluded to in the title of Psalm xlv., 
" To the chief musician upon Shoshannim, for ^ the 
sons of Korah, Maschil, a Song of Loves;" and iu 
Isaiah v. 1, "Now will I sing to my wellbeloved a 
song of my beloved touching his vineyard." 

Music at bridal processions was probably as usual as 
it is at the present day in the East. The prophet 
Jeremiah alludes to it in the following passage : — 
" Then will I cause to cease from the cities of 
Judah, and from the streets of Jerusalem, the voice 
of mirth, and the voice of gladness, the voice of the 
bridegroom, and the voice of the bride : for the land 
shall be desolate " (Jerem. vii. 34). 

Funeral ■ Songs and instrumental performances of 
doleful music at funerals, combined with lamentations, 
processions in the streets, and characteristic wailings, 
were also evidently as common as they are at this day 
in Asia Minor and in Egypt. Compare, for instance, 
the following passages : — 

"And Jeremiah lamented for Josiah; and all the 
singing men and the singing women spoke of Josiah 
in their lamentations to this day, and made them an 
ordinance in Israel : and behold they are written in 
the Lamentations" (2 Chron. xxxv. 25). 

" Man goeth to his long home, and the mourners go 
about the streets " (Eccl. xii. 6). 

"Yet hear the word of the Lord, ye women, and 
let your ear receive the word of his mouth, and teach 
your daughters wailing, and every one her neighbour 
lamentation " (Jerem. ix. 20). 

" Therefore the Lord, the God of hosts, the Lord, 
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saitli thus: Wailing shall be in all streets, and they 
shall say in the highways, Alas ! alas ! and they shall 
call the husbandman to mourning, and such as are 
skilful of lamentation to wailing " (Amos v. 16). 
Compare also St. Matt. ix. 23. 

When king Saul and his son Jonathan, David's 
friend, had fallen in battle, David vented his grief in 
a touching elegy (2 Sam. i. 19), in which occurs 
three times the sentence, " How are the mighty 
fallen ! " which suggests the probability that these 
words were combined with a certain melodious 
phrase of the nature of the refrain in some of our 
songs. 

Popular Secular Songs are found in every nation, 
whatever may be its stage of musical development. 
There can therefore be no doubt that the Hebrews 
must have possessed this kind of music also. Allu- 
sion is made in Isaiah xvi. 10 to the songs of the 
viiithers: "And gladness is taken away, and joy out 
of the plentiful field ; and in the vineyards there 
shall be no singing, neither shall there be shouting : 
the treaders shall tread out no wine in their press ; I 
have made their vintage shouting to cease." Com- 
pare also Jerem. xlviii. 33. 

Convivial Songs, as well as instrumental perform- 
ances and dances, entertained the guests at banquets 
and other social festivities. They are alluded to in 
Isaiah xxiv. 8, 9: — "The mirth of tabrets ceaseth, the 
noise of them that rejoice endeth, the joy of the harp 
ceaseth. They shall not drink wine with a song." 
The injunction to the master of an entertainment, 
" Pour not out words where there is a musician, and 
show not forth wisdom out of- time " (Ecclus. xxxii. 
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1, 4), would indicate that music was at least as mucli 
esteemed as at the present time, where this rule is not 
always observed. The custom of celebrating a happy 
event with music and feasting is alluded to in the 
parable of the Prodigal Son (St. Luke xv. 25). 

In denouncing the debaucheries into which the 
feasts sometimes degenerated, the prophets also 
inveigh against the misuse of music ou such occa- 
sions. "Woe unto them," exclaims Isaiah, "that rise 
up early in the morning, that they may follow strong 
drink ; that continue until night, till wine inflame 
them ! Ani^ the harp, and the viol, the tabret, and 
pipe, and wine, are in their feasts " (Isaiah v. 11, 12), 
The prophet Amos censures the ignoble use made of 
music by voluptuaries " that lie upon beds of ivory, 
and stretch themselves upon their couches, and eat 
the lambs of the flock, and the calves out of the 
midst of the stall; that chant to the sound of the 
viol, and invent to themselves instruments of music, 
like David " (Amos vi. 4, 5). 

Performances of itinerant musicians were probably 
common in the streets of the towns. Female musi- 
cians are mentioned by Isaiah as performing in the 
streets, and, perhaps, more frequently in houses for 
the entertainment of parties, like those seen in some 
of the ancient Egyptian representations, or like the 
Hindoo Bayaderes, and the Almeh girls of modern 
Egypt ; but their musical accomplishments, whatever 
they may have been, appear, unfortunately, to have 
been superior to their moral character. "And it shall 
come to pass in that day that Tyre shall be forgotten 
seventy years, according to tlie days of one king : 
after the end of seventy years shall Tyre sing as an 
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harlot. Take an harp, go about the city, thou harlot 
that hast been forgotten; make sweet melody, sing 
many songs, that "thou may est be remembered" 
(Isaiah xxiii. 15, 16). Such a class, of musicians 
must Jesus the son of Sirach have had in his thought 
when he gave the advice, " Use not much the com- 
pany of a woman that is a singer, lest thou be taken 
with her attempts " (Ecclus. ix. 4). 

Two historical facts are specially remarkable as 
showing the power of Hebrew music, and how fully 
it was appreciated. These are, its application as 
a cure in nervous disorders, and its employment 
as a means of stimulating the inspirations of the 
prophets. When King Saul became afflicted with 
attacks of a nervous malady, his attendants suggested 
to him, "Let our lord now command thy servants 
which are before thee, to seek out a man who is 
a cunning player on a harp : and it shall come to 
pass, when the evil spirit from God is upon thee, that 
he shall play with his hand, and thou shalt be well." 
And we know that the anticipated effect was realised : 
" And it came to pass, when the evil spirit from (rod 
was upon Saul, that David took an harp, and. played 
with his hand : so Saul was refreshed, and was well, 
and the evil spirit departed from him (1 Sam. xvi. 16, 
23). And this was repeated until Saul's affliction 
became too severe to yield any longer to the bene- 
ficial influence of music. 

Eeferring to the power of prophesying evoked by 
music, several instance might be cited ; one, however, 
will be sufflcient. Elisha being required by tli? 
kings of Israel, Judah, and Edom, to prophesy before 
them, his request was for a musician : " But now 
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bring me a minstrel. Awd it came to pass when the 
minstrel played, that the hand of the Lord came upon 
him. And he said, Thus saith the Lord, Make this 
valley fall of ditches," &c. (2 Kings iii. 16). 

Although we possess no such records of the power 
of Assyrian and ancient Egyptian music, there can 
scarcely he a doubt that it was similarly effective* 
Indeed, the fact of musical performances being con- 
sidered essential requisites in important and solemn 
ceIe|)i"ations, as is evident from the monumental repre- 
sentations, in some measure proves this. Neither can 
there be a doubt that the effect of music upon the 
human heart must have been in ancient times quite as 
powerful as it is in our own day. 

I have stated already the reasons which tend to the 
conclusion that the ancient nations were not so entirely 
unacquainted with harmony as is generally supposed. 
True, we read in 2 Chron. v, 13, of a musical per- 
formance oil a certaiii occasion in the Tepaple of Jeru- 
salem : "It came even to pass as the trumpeters and 
singers were as one, to makeowe sound to be heard in 
praising and thanking the Lordt" This passage is 
usually cited in support of the opinion that the musi- 
cal performances of the Hebrews must have been 
in unison. Might not, however, rather the opposite 
conclusion be drawn from it ? Taking for granted 
that a performance in unison is here really meant, is 
it at all likely that it would have been specially 
recorded if no other mode of combining the voices 
and instruments had been known ? 

Some hints resppctini|^ the charapter of the musical 
performances of other nations adjacent to the Hebrews, 
beside the Assyrians, are also transmitted to us in 
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the Bible. Labau reproaches Jacob: "Wherefore 
didst thou flee away secretly, and steal away from 
toe ; and didst not tell me', that I might have sent thee 
away with mirth and with songs, with tabret and with 
harp?" (G-en. xxxi. 27). Laban, who lived about 
B.C. 1700, was a Syrian. Again, in the book of Job; 
who is supposed to have dwelt in Arabia b.c. 1500, 
mention is made of three different instruments in 
combination, rendered in the English authorized 
version, " They take the timbrel and harp, and 
rejoice at the sound of the organ " (Job xxi. 12). 
The " organ " is the Hebrew ugab, which, as we have 
seen, appears to have been nothing more than a kind 
of Pandean pipe. 

The prophet Ezekiel, while threatening Tyre with 
destruction, adverts incidentally to the music of the 
Phoenicians : " And I will cause the noise of thy 
songs to cease ; and the sound of the harps shall be 
no more heard" (Ezek. xxvi. 13). Perhaps also the 
passage in Isaiah xxiii. 15, 16, which has already 
been quoted, may refer especially to certain musi- 
cal performances common among the Phoenicians. 
Further, it must be remembered that some of the 
ancient writers ascribe to the Phoenicians the inven- 
tion of the Icinnor, the trigonon, and several other of 
the most remarkable instruments of antiquity. 

All that can be gathered from such scanty records 
tends to strengthen the conclusion previously arrived 
at, that the principal characteristics of the music iA all 
those nations must have been very much the same. 
In the ten-stringed instruments mentioned in the 
Bible we have additional indications of the penta- 
tonic scale at the time of David. Combinations of 
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various instruments, in performances like those of the 
Hebrew and Assyrian, undoubtedly were in use in 
Phoenicia and in other countries of Western Asia, also 
at an early period. In reference to tlje antiquity ot 
the Egyptian bands, Sir Gardner Wilkinson observes : 
"In the earliest sculptures, which are those in the 
tomb of an individual behind the Great Pyramid, 
between three and four thousand years old, is a 
concert of vocal and instrumental music, consisting of 
two harps, a pipe, a flute, and several voices ; and 
during the reigns of the Pharaohs of the eighteenth 
dynasty, other combinations frequently occur."^ The 
Hebrew performances, though similar to these, were 
apparently more rude ; noisy instruments of percus- 
sion and loud wind-instruments, such as the small 
trumpet, being usually employed, often in great 
numbers, eyen in Divine worship. The rudeness of 
the Hebrew performances at the time of Moses is 
indicated in the conversation between Joshua and 
Moses, when the former mistook them for a " noise of 
war in the camp;" so that Moses found it necessary 
to inform him, " It is not the voice of them that shout 
for mastery, neither is it the voice of them that cry 
for being overcome : but the noise of th^m that sing 
do I hear " (Exod^ xxxii. 18). The Hebrews evidently 
retained their predilection for loud and noisy perform- 
ances, even after they had made considerable progress 
in the cultivation of music. 

Considering that it was the vocation of the Levites 
to engage in the musical portion of the religious ser- 



6 The Manners and Customs of the Ancient Egyptians, by Sir G. 
Wilkinson, London, 1847; vol. ii. p. 306. 
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vices, and that they evidently had ample leisure for 
the cultivation of music, it appears highly probable 
that they studied this art scientifically as well as 
practically. We may therefore suppose that the 
Hebrews possessed written treatises on the theory of 
music, as well as institutions for the practice of the 
different branches of vocal and instrumental music. 
They had, as the Bible informs us, schools of the 
prophets in various places, in which music appears 
to have been taught systematically. One of these 
establishments it would appear was at Bethel (1 Sam; 
Xi 5) ; another at Naioth, in Bamali (1 Sam. xix. 19, 
20, 21) ; a third at Jericho (2 Kings ii. 6j 7) ; a 
fourth at Gilgal (2 Kings iv. 38) ; and there was 
most likely also one at Jerusalem (vide 2 Kings xxii. 
14). King Solomon himself was a musical composer, 
who undoubtedly had systematically studied the art 
(1 Kings iv. 32). 



HEBREW MUSIC OF THE PRESENT DAY. 

Although the modern Jews cannot be said to possess 
a national music of their own, they have retained 
several characteristics in their musical performances 
which unmistakeably indicate their Eastern origin. 
This would scarcely have been possible under the 
circumstance of their being so widely and thinly 
dispersed among other nations, were it not for the 
strictness with which they have always upheld their 
prescribed religious rites and ceremonies in which 
music is employed. They have, as we have seen, 
even preserved one of their old Hebrew musical 
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instruments, the shophar. Moreover, the Jews in 
Germany possess several hymn-tunes undouhtedly of 
very high antiquity. Among these is a Penitential 
Hymn, with respect to which a tradition exists that 
it was composed by King David. The circumstance 
of its being somewhat differently sung in the syna- 
gogues of Northern Grermany, from what it is in 
those of Southern Germany, speaks more in favour 
of, than against its antiquity. I shall insert here two 
readings of this melody ; the first is my own notation 
from hearing it sung in Hamburg, and the second is 
transcribed from the collection ' Schir Zion,' used in 
the synagogues of Vienna : — 



PENITENTIAL HYMN 



AS SUNG IN THE SYNAGOGUES AT HAMBURG. 
Oi'ave. 
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'Schir Zion' contains, besides compositions of com- 
paratively modern origin, thirty-six ancient melodies; 
which, however sceptical we may be with respect to 
their asserted ancient Hebrew origin, are certainly in 
construction closely allied to the songs of the Arabs 
and Persians. 

The ancient melody to the 'Blessing of the Priests ' 
has been already noticed, page 114. De Sola ob- 
serves : "A tradition exists with respect to the 
melody of the •Blessing of the Priests,' that it is 
identical with that sung in the Temple, where, as 
it is known, the priestly choirs were daily wont to 
bless the people, agreeably to the command to them in 
Numbers vi. 22-26. That this tradition is supported 
by great probability, almost amounting to direct 
proof, will appear from the following considerations : 
First, that this duty devolved exclusively on the 
priests^who were a numerous class — who executed 
it with religious awe and attention, and who, as 
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a privilege peculiar to themselves, scrupulously trans- 
mitted it to their sons. It is therefore higUy impro- 
hable that, on the restoration of public Divine service, 
the priests should have used, or the people would 
have permitted them to introduce,, any_other, melody 
except the venerated one of the Temple, especially as 
the blessing of the people was tlie. only act of ministra- 
tion remaining to the priests after the destruction of 
the sanctuary. Secondly, we find tliat^ with sUght 
alteration, this blessing is sung to the same melody 
in every Sephardic congregation. And though our 
brethren, following the German Liturgy, have more 
than one melody for it, they seem to be of compara- 
tively modern introduction ; and one of them, said to 
be the most ancient, contains unmistakeable traces of 
this, which we must consider to be the original 
melody. Its simplicity and the repetition of the 
same melody for all the words of the Blessing (fifteen 
in number), are circumstances which will have due 
weight, and will be accepted as additional and corro- 
borative evidence for itsi antiquity by the musical 
archaeologist and critic.'"' 

Another favourite melody of the Jews, the ' Song 
of Moses,' is asserted to be the same which Miriam 
and her companions sang after the deliverance from 
Pharaoh's host. De Sola gives the following argu- 
ments in favour of this opinion : — " According to 
a very ancient Spanish work (printed, if I recollect 
rightly, in Portugal), ' Some have afl&rmed that what 
we now sing to the Song of Moses is the same 



!. The Ancient Melodies of the Li- I Jews, by E. Aguilar and by the Rev 
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melody which Miriam and her companions sung,' &o. 
This legend would not merit any serious consideration 
here, except that it undoubtedly proves that the know- 
ledge of the origin of the melpdy was already long 
lost when this ancient Spanish book was written. 
And here, again, the acute remark of Dr. Sachs is 
applicable, that 'Fable soon occupies itself to speak 
where history is silent.' It is therefore highly pro- 
bable that this melody belongs to a period anterior to 
the regular settlement of the Jews in Spain. The 
general adoption thereof by every congregation of 
the Sephardic Liturgy furnishes also a strong proof 
in favour of the high antiquity of its origin :"* — 



THE SONG OP MOSES. 



Andantino. 




'^^^mmm 



Ay. ya - shir M» she ub 



yis ra 



el 






et ha - shi - ra ha - zot ... la 



do 






m 



3— 



yo me - ru le - mor. 



do 



i=p=r— .=iz;zrp- 



zSzziirrp- 



-^~j 



ii^l 



ish mil cha - ma 



do 



nai . , she 



8 The Ancient Melodies of the I Portuguese Jews, by the Rev. 
Liturgy of the Spanish and I D. A. t)e Sola, London, i857,p.lBj 



328 



MUSIC OF THE HEBREWS. 



Chap. VI. 



i 



i=d= 



{s=:js: 



=iy=:; 



d"-- 



mar-ke - bot Parngho ve - ohe 



lo 



ya 



- la . . ba ■ 



:i==^- 



i— P- 



giS 



t=^- 



- ahav 



yam 



mib - char 



^=-Jz 



sha - U - 






tu - beng - II 



be - yam suf. 



This melody is, however, so modern in construction, 
that, if we are inclined to accept Mr. De Sola's 
views, we must yet remember that it has probably, in 
the course of time, undergone a transformation suffi- 
cient to make it appear almost another tune. The 
same remark applies, in my opinion, to all the me- 
lodies which are asserted to have been in use in the 
Temple at Jerusalem. Indeed, it may be doubted 
whether the ancient Hebrews, could they hear them, 
would now. recognise any of them as their own. 

Very different is it, however, with the musical per- 
formances in the synagogue. These, undoubtedly, 
have preserved the Oriental type. Thus the charac- 
teristic manner of singing, or rather chanting, with 
the introduction of embellishments — in short, the 
kind of singing which musicians call cantillation, and 
which may be heard in every synagogue — bear s a 
close resemblance to certain vocal performaflceg^oTthe 
Arabs~a5d~Tem8fflis. ~X Chief Eabbi related to Dr. 
Bum^7that7 "being at Petersburgh some years 
since, the Grand Caliph of Persia was there likewise 
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on an embassy, and had the service of. his religion 
regularly performed in a kind of mosque fitted up in 
the Czar's palace for his use. That when he first 
heard this service performed he found the singing so 
like that in the Grerman synagogues that he thought 
it had been done in derision of the Jews, and on that 
account soon left it. But, upon inquiry, finding it to 
be nothing more than the manner of singing common 
in Persia, he concluded that the Persians had bor- 
rovi^ed this kind of chant from the ancient Oriental 
Jews.'" 

Even the peculiar swinging motion of the body, 
usually accompanying the singing of the Jews in the 
synagogue, which gradually increases with the in- 
creasing fervour of the singers, reminds us of the 
East. In Egypt, Mr. Lane states, " all the boys, in 
learning to read, recite or chant their lessons aloud, at 
the same time rocking their heads or bodies incessantly 
backwards and forwards ; which practice is observed 
by almost all persons in reciting the ' Kuran,' being 
thought to assist the memory."^ 

If we were exactly acquainted with the musical 
performances in the religious observances of the 
various Jewish communities in difierent parts of the 
world, we should probably be in a position to deter- 
mine how much has been preserved since the dispersion 
of the Jews after the destruction of the second temple. 
Dr. Pickering, the ethnologist attached to the United 
States Exploring Expedition, who divides the whole 
Jewish family, as it exists at the present day, into 
four classes, — viz., the Syrian, Indian, Arabian, and 



9 Burney's History of Music, 
i. 256. 

1 An Account of the Manners 



and Customs of the Modern 
Egyptians, by E. W'. Lane, 
London, 1860, p. 60. 
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Eurbpean, — bbserves that the Arabian Jews at Aden 
have preserved more of the primitive Hebrew cus- 
toms than any of their brethren elsewhere. Further, 
ethnologists" describe the Jews in China, Tartary, 
and Hindoostan as having spread from early times 
through these and other countries of Central and 
Eastern Asia. Then, there is in Cochin, Malabar 
coast, a colony of so-called White Jews, or Jeru- 
salem Jews, which arrived in that country at a 
later date than those of a dark complexion, known 
as the Black Jews.^ What interesting results might 
the musical historian deduce from a comparison of 
the sacred musical performances of the former with 
those of the latter ! 

Kespecting the Black Jews, a recent traveller 
says: " Some few of them have a Hebrew cast of 
countenance, but by far the greater number are indis- 
tinguishable from the natives around. They are 
considered by the White Jews as an inferior race, 
and not of pure caste, and intermarriage between 
them consequently never takes place. Their customs, 
forms of prayer, songs, &c., are the same as those of 
the White Jews, but they do not observe the sam6 
strict Levitical ceremonies, and, having no legitimate 
relationship with Hebrews in other lands, they are 
looked upon, and pride themselves upon being, a 
distinct sect." 

Respecting the White Jews, the same writer says : 
" Their costume does not at all resemble that of the 
natives of India ; and as the Jews say that it is the 
same as that of their ancestors, there is reason to 



2 See Tlie Natural History of Man, by J. C. Priohard, edited by 
Edwin Norris, London, 1855^ p. 131. 
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imagine, therefore, that it affords a correct idea of 
the dress of their sect at the commencement of the 
Christian era." The Feast of Tabernacles is cele- 
brated by them with great solemnity. The, women 
are in a screened gallery over the entraijee of the 
synagogue. "The service commences with a chant 
and prayer ; a portion of Scripture is read, or rather 
intoned, by the officiating Kabbi (who wears the 
Tallith or veil over his turban) ; and the impressive 
silent prayer follows. The people stand in groups 
facing the Books of the Law, and, with a constant 
flexion of the body and an occasional low prostration, 
hum the petitions very rapidly, and apparently with 
deep consideration. After some minutes the Eabbi 
gives the initiative, and they burst forth into a tumult- 
uous, if not irreverent, chant, in performing which 
they distort their faces with zeal to make themselves 
heard. After a further pause the men proceed by 
turns to the end of the building, and with much show 
of respect kiss the silver cases enclosing the Books, 
and then the womeii descend and go through the same 
ceremony with most touching solemnity."^ 

In Jerusalem there are at the present day several 
distinct Jewish communities. Among these, the Se- 
phardic, or that of the Spanish and Portuguese Jews, 
consisting of about 4000 in number, constitutes the 
largest. The Aschkenasim community consists of 
Jews from Germany, Holland, Kussia, Poland, Bohe- 
mia, and other parts of Europe. They all understand 
the German language, of which they have created a 



3 British and Native Cochin, by C. A. L., Cochin, printed at the 
'Courier' Press, by B. Fernandes, 1860, pJ21. 
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strange dialect; while the Sephardic Jews, principally 
derived from Egypt, Tunis, Tripoli, Morocco, Algiers, 
India, and Persia, use the Spanish language. Besides 
these, there are in Jerusalem some smaller separate 
Hebrew communities, of which the Karaites must be 
noticed from their having been resident in Jerusalem, 
according to their own account, ever since the de- 
struction of the Temple. Dr. Frankl; who had ample 
opportunity to witness the religious observances of 
the Jews in this city, found the singing of the Sephar- 
dic Jews closely allied to that of the Arabs, " more, 
rhythmical than melodious, shrill rather than soft, 
and closely bordering on snuffling." Still, he pre- 
ferred it to the singing of the Aschkeuasim Jews, 
consisting of a kind of cantillation, which is usuallyj 
called Polish singing. 

The same traveller gives an account of the sum- 
mons of the Jews in Jerusalem to morning prayer: 
" When the oldest rabbi in the institution Beth-el, in 
which the Talmud is studied the whole night, observes 
the first dawn of early morn, he despatches a messen- 
ger to the roof of the institution, which commands an 
extensive view towards the east. There he announces 
in a loud voice, like the muezzin of the Mohammedans 
from the minarets, that it is the hour for prayer. The 
commencement of the Sabbath is announced to the 
Sephardim by the cry, 'Ascender' ('Light up'), 
and immediately thousands of, windows are illumi- 
nated, and from the synagogue is heard the fervent 
salutation, Lecho Daudi, lihras kalo!"* 



* The Jews in the East, translated from the German of Dr. 
Frankl, by the Rev. P. Beaton, London, 1859, vol. ii. p. 62. . 
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Dr. Frankl, having been invited, during his stay iA 
Jerusalem, to a Jewish wedding, was, on his arrival,] 
entertained with the musical performance of somei 
young Jewesses, who were singing an Arab song, i 
striking at the same time tambourines, to which bells j 
were attached. In the course of the entertainment, | 
several young girls performied dances to their own 
singing, while the admiring male spectators produced 
a rhythmical accompaniment by clapping their hands. 
The girls never formed a group ; each danced singly. 
When a Jewish marriage procession passes through 
the streets of Jerusalem, the chanting of the men is 
at intervals accompanied by the shrill Zaghareet of- 
the young Jewesses who escort the bride. 



i 



Zag - ha reet. 

During the procession of a Jewish funeral in Jeru- 
salem, Dr. Frankl heard the bearers sing the Psalm, 
"He that dwelleth in the sacred place of the Most 
High shall abide under the shadow of the Almighty." 
On the roof of the house out of which the body had 
been removed stood female mourners covered with 
long white veils, and singing. As they stretched 
out their hands - towards heaven, they looked, says 
Dr. Frankl, " like the dead risen from their graves in 
their white winding-sheets, and chanting a death-song 
in wild unearthly chorus." Another pecuUar cere- 
mony is the wailing at, the wall which formerly 
surrounded the Temple at Jerusalem, part of which 
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is yet standing. Here the -Jews assemble every 
Friday to express iu prayers and songs their affliction 
for the destruction of the Sanctuary. Dr. Frankl 
relates : " The Jews have a firman from the Saltan, 
which, in return for a small tax, ensures them the 
right of entrance for all time to come. The road con- 
ducted us to several streets, till, entering a narrow, 
crooked lane, we reached the wall, which has been 
often described. There can be no doubt but the 
lower part of it is a real memorial of the days of Solo- 
mon, which, in the language of Flavins Josephus, is 
' immovable for all time.' Its Cyclopic proportions 
produce the positive conviction that it will last as long 
as the strong places of the earth. Before we reached 
the wall we heard a sort of howling melody, a passion- 
ate shrieking, a heartrending wailing, like a chorus, 
from which the words came sobbing forth, ' How long 
yet, God?' Several hundreds of Jews, Turkish 
and Polish costumes, were assembled, and, with their 
faces turned towards the wall, were bending and 
bowing as they offered up the evening prayer. He 
who led their devotions was a young man in a Polish 
ialar, who seemed to be worn out with passion and 
disease. The words were those of the well-known 
Mincha prayer, but drawled, torn, shrieked, and mum- 
bled in such a way that the piercing sound resembled 
rather the raging frenzy of chained madmen, or the 
roaring of a cataract, than the worship of rational 
beings. At a considerable distance from the men 
stood about a hundred women, all in long white robes, 
the folds of which covered the head and the whole 
figure — white doves, which, weary of flight, had 
perched upon the ruins. When it was their turn to 
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oflfei* up the usual passages of the prayer, they joined 
the men's tumultuous choi;us, and raised their arms 
aloft, which, with their wide robes, looked like wings 
with which they were about to soar aloft into the open 
sky ; and then they struck their foreheads on the square 
stones of the wall of the temple. Meanwhile, if the 
leader of their prayers grew weary, and leaned his 
head against the wall in silent tears, for a moment 
there was a death-like silence. I happened to be near 
him, and I could mark the sincerity of his agitated 
soul. He gave a rapid glance at me, and, without 
stopping short in his prayer, said to me, ' Mohem 
Kodesch' {i.e. 'holy place'), and pointed to my 
covered feet. My guide had forgotten to inform 
me that I must take off my shoes. I now did so, 
and was drawn into the vortex of raging sorrow and 
lamentation."^ 

The Hon. Robert Curzon, while in Jerusalem, went 
on tiie morning of the day of the Passover into the 
synagogue under the walls of the Temple. He found 
a numerous congregation, standing up, with large 
white shawls over their heads, reading the Psalms. 
He says : " After I had been there a short time, alT 
the people began to hop aboi^t and to shake their 
heads and limbs in a most extraordinary manner ; the 
whole congregation was in motion, from the priest 
who was standing in the reading-desk to the porter who 
capered at the door. All this was in consequence of 
a verse in the 35th Psalm, which says, ' All my bones 
shall say, Lord, who is like unto thee ?' "^ 



5 The Jews in the East, vol. I Levant, by the Hon. Robert 
ii. p. 12. Curzon, London, 1850, p. 172. 
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• The traveller Barokhardt, in speaking of the Jews 
of Tabaria, or Tiberias, in Palestine, who constitute 
about one-fourth of the population of that town, says : 
" They observe a singular custom here in praying. 
While the Eabbin recites the Psalms of David, or the 
prayers extracted from them, the congregation fre- 
quently imitate by their voice or gestures the meaning 
of some remarkable passages ; for example, when the 
Eabbin pronounces, ' Praise the Lord with the sound 
of the trumpet,' they imitate the sound of the trumpet 
through their closed fists. When a ' horrible tempest ' 
occurs, they puff and blow to represent a storm ; or 
should he mention * the cries of the righteous in dis- 
tress,' they all set up a loud screaming ; and it not 
infrequently happens that, while some are still blow- 
ing the storm, others have already begun the cries 
of the righteous, thus forming a conceft which it is 
difl&cult for any but a zealous Hebi'ew to liear with 
• gravity.'" 

Alexander Russell mentions that in Aleppo it is 
the custom of the Jews on their Sabbath to remain a 
considerable time at table singing in chorus, very 
much in the same manner as they chant the Psalms 
in the synagogue.* Also, the Jews in Poland and 
Galicia appear to adapt their sacred chants, at ban- 
quets, to secular words. The traveller Kohl, wlien 
strolling at midnight through the streets of Stanis- 
lawow, a small town in Galicia, was surprised to hear 
from a wine-house a chorus of male voices, which 



• 7 Travels in Syria and the 
Holy Land, by the late J. L. 
Burckhardt, London,1822,p.326. 
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Chap. VI. HEBREW MUSIC OP THE PRESENT DAY. 337 

appeared to liim exactly like the usual chanting of 
tlie Psalms of David iu the services of the synagogue. 
Having entered the wine-house, he found a picturesque- 
looking company of Jews, with fine black beards, 
dressed in long black silk talars, who were drinking 
and singing with all their might.' 

With the music of the Jews in Syria we are but 
sttperfidally acftjuaitoted. Dr. Fij^jjokl, duripg Ijjjs 
sojourn in Damascus, was invited to a feast given by 
Kiifael Stambini, the wealthiest Jew in that place, in 
honour of Baron Alphonso von Kothschild, who had 
come on a visit from Jerusalem. On this occasion, 
as soon as four instrumental performers, playing a 
kind of hautbois called zourna, the drum, the tam- 
bourine, and cymbals, had concluded their extraordi.- 
nary quartetto, the mu|j<Jia;l entertainment was continued 
by a vocal performance in the manner which, Dr. 
Frankl observes, " is often scofied at in the synagogues 
of the West as Polish flourishing and snuffling." And 
thus, also, was the singing of profane as well as reli- 
gious songs in Hebrew, Arabic, and Spanish, which 
Dr. Frankl heard on a Sabbath in the house of Mr. 
Angelo Schemaja, another rich Jew, and the patron 
of singjers and musicians, iu Damascus.^ 

In Egypt there are, according to Villoteau, two 
different sects of Jews, strongly opposed to each other 
ill some of their religious doctrines and rites, fhe 
Eabbanym follow the Rabbiiiical doctrine, while the 
Karaym reject the authority of tlie Rabbins. Never^ 



3 Beisen im Innern von Russ- 
land und Polen, von J. G. Kohl, 
Dresden, 1841, vol. iii. p. 51. 
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theless, their sacred music is the same — a fact which 
affords additional proof of the reverence witli which 
the Jews have preserved the music of their forefathers. 
The chants of the Egyptian Jews are principally based 
6n the minor scale, with the introduction of a super- 
fluous second, — 



*=^i 



i 



and it is remarkable that some of the ancient melodies 
preserved by the German Jews, as given in ' Schir 
Zion,' exhibit the same peculiarity, of which I shall 
have to speak presently. 

Yilloteau gives the compass of the notes to which 
the songs of the Egyptian Jews, which he heard, 
were limited, as follows : — 



m 



It will be seen that if the lowest not^, g, was the 
f(yHic, the melody had a' Step of a superfluous second 
from the third to the fourth — an order of intervals 
which, as we shall presently see, is by no means un- 
common in Eastern music of the present day. It is, 
however, evident, to judge from the above example, 
as well as from well-known theoretical laws, that the 
interval d in the series must be usually taken as 
the tonic of the melodies. 

The Falash^s, a kind of Hebrew sqct in Abyssinia, 
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appear to have retained less of the ancient musical 
religious performances than their brethren in any 
other country. Even the blowing of the shophar at 
the Feast of Trumpets is not observed by them.^ 
There appears, however, to be some doubt whether 
they can properly be considered as professing the 
Jewish faith. Dr. Latham observes : " The extent to 
which the Falashas exhibit a variety of customs 
common to themselves and the Jews has long been 
recognised. It by no means, however, follows that 
they are a result of Jewish influence. The criticism 
that applies to the Ghas [a negro tribe. Cape Coast, of 
well-marked Jewish characters in their religious and 
other ceremonies] applies here. Many of the so-called 
Jewish peculiarities are African as well, irrespective 
of intercourse and independent of imitation."^ 

The Jews in the Barbary States have undoubtedly 
adopted much from the Arabic music. The Eev. J. 
W. Blakesley mentions a Jewish custom, observed at 
Tunis on the 1st of May, on which occasion a kind of 
bower, composed of flowers and wax candles, is car- 
ried in procession to the synagogue, the people all the 
while chanting, and the females uttering the peculiar 
sound of ly-ly-ly, in the manner of the Mahommedan 
women at wedding and funeral processions. After 
the arrival of the singers at the synagogue, the whole 
building is decorated with flowers and the wax-tapers 
are lighted. The same traveller visited a synagogue 
in Algiers, and was surprised to find that " the air to 



a Wanderings among the Fala- 1 » The Natural History of the 
shas in Abyssinia, by the Rev. H. Varieties of Man by R. G. Latham, 
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which the Psalms were chanted coincided almost 
exactly with one of the Grregorian tones." The 
ritual was in Hebrew, as in other countries, hut 
the Kahbins preached sometimes in Arabic. In 
the town of Coustantine he heard the chanting of 
the Psalms in the synagogue occasionally accom- 
panied by the ejaculation ol ly-ty-ly oi the women, 
which reminded him of similar vocal performances 
of the Libyan women mentioned by Heredotus, and 
which appears, as we have seen, to have been also 
an Assyrian custom.* 

In Tangier, Mr. J. Cayley, being invited to a Jewish 
^yedding, found a company, including about thirty-six 
young Jewesses, singing, clapping hands, and danc- 
ing to the sound of a kemangef/,, played upon by the 
Chief Rabbin, an old man with a long white beard. In 
the course of this entertainment a curious ceremony 
was introduced : the bridegroom, having been placed 
in a chair in the middle of tlie room, was shaved in 
the presence of the assemblage.^ The Rev. T. Debary 
relates that he witnessed at Tangier the festival of the 
circumcision of a little Jew boy. During the time of 
the ceremony Psalms were chanted. After its con- 
clusion wme was offered to the company, aijd sprays 
of myrtle were thrown among the people for 
smelling.® 

The Jews in Turkey also are divided into different 
sects. In Constantinople, Dr. Frankl on a Sabbath 



* Four- Months in Algeria, by I 6 Notes "f a Residence in the 
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visited the synagogue Bene Hamikra, belonging to 
the Karaites. " A handsome boy, about twelve years 
of age, in a green caftan, with a red fez and yellow 
slippers, walked up to the elevated table covered with 
a beautiful carpet, which was brought into the middle 
of the synagogue. He fell down on his knees, and, 
like a Mussulman at prayers, touched the pavement 
with his forehead, and then stood up and sang with a 
beautiful clear voice a song of praise to God; the 
congregation sang the concluding verse as a chorus. 
The boy sang a similar song between the customary 
bending of the knees and the head after the thm-a, a 
book of parchment (there are no rolls among the 
Karaites), had been read."' 

The traveller Clarke witnessed iii the town of 
Simferopol (or Acmetchet), in the Crimea, a Jewish 
wedding festival, which lasted several days, music and 
dancing forming the principal entertainment. On the 
day of marriage the bride was blindfolded, and led by 
the priest, accompanied by her relations, to a river in 
the neighbourhood of the town, and plunged three 
times into the water. *' After this, being • again 
dressed, she was led, blindfolded aff befgre, to the 
house of her parents, accompanied by alb her friends, 
who were singing, dancing, and performing music 
before her. lu the evening her intended husband 
was brought to her ; but as long as the feast continued 
she remained with her eyes bound."* 

Another curious ceremony, witnessed at the wed- 



' The Jews in the East, vol. I tries, by E. D. Clarke, London, 
i. p. 163. 1810, part i. p. 547. 

8 Travels in Various Coun- I 
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ding of a rich Jew in the province of Podolia in Russia, 
is related in the Leipzic 'MusikaHsche Zeitung.'- The 
band consisted of four Hebrews, playing on two vio- 
lins, a dulcimer, and a violoncello. They commenced 
the performance with a soft and sentimental adagio, 
and gradually went on to louder and more passionate 
music ; the object being so to touch the heart of the 
bridegroom as to make him cry before the whole com- 
pany ; since, according to an old custom, the bride- 
groom must have exhibited contrition for his former 
sins before he is permitted to marry. As soon as the 
musicians, assisted by the relations of the bridegroom, 
who implored him to endeavour to cry, had succeeded 
in moving him to tears, the whole company formed a 
procession to escort the happy pair to the nuptial 
ceremony.' 

. Blanchini, and after him other writers, have given, 
among the drawings of various Hebrew musical instru- 
ments, a small wooden mallet, which is still used in 
the synagogue at the Feast of Purim, instituted in 
commemoration of the deliverance of the Jews from 
the designs of Haman. On this occasion the book of 
Esther is chanted. Whenever the name of Haman 
occurs, the congregation exclaim in a chanting. tone, 
" May his name perish !" at the same time striking 
the walls and benches with their: wooden mallets; 
which, David Levi says, is done " as a memorial that 
they should endeavour to destroy the whole seed of 
Amalek." This ceremony, however, is gradually 
being discontinued in England, and observed in the 



9 Allgemeine MusikaHsche Zeitung, Jahrgang IV., Leipzig, 
1802, p. 346. 
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synagogue by children only,^ The hammer being 
classed with the musijcal instruments, suggests the 
probability that formerly a rhythmical accompaniment 
to the voice was produced with it, in a like manner 
as with musical instruments of percussion. 

Padre Martini has published in his ' Storia della 
Musica,' a number of chants from synagogues in dif- 
ferent European countries. Some of these must be 
at least three hundred years old, because the Padre 
copied them from a MS. collection made in the year 
1599 by Ercole Bottrigari, a musical theorist of some 
renown. The specimens given by Burney, JForkel, 
and other historians, are most of them transcribed 
from Martini's work. Again, some interesting speci- 
mens of chants and tunes used in the synagogues of 
England are given in Nathan's ' Essay on the History 
and Theory of Music,' and in a collection recently 
published by Salaman and Verrinder, entitled, ' The 
Music used in the Services of the West London Syna- 
gogue of British Jews.' 

A large and interesting collection of chants anf 
songs, as performed in the synagogues of Konigp- 
berg in Prussia, entitled ' Schire Beth Adonai,' has 
recently been published, edited by H. Weintrau^. 
It contains, besides modern compositions, several 
melodies which are said to be of high antiquity. i 

Mr. Weintraub observes, that the oldest and most 
universally used chants are generally in the Phrygian 
and Mixolydian Mode ; and as the popular melodies pf 
the Arabs, Turks, and some other Eastern nations |)f 



1 A iSuccinct Account of the Rites and Ceremonies of the Jeiys, 
by David Levi, London, 1783, p. 126. 
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the present da-y af-e feequeutly based upon similar 
orders of intervals, he concludes that these chants 
must have originated in the East. He points this 
out as affording strong evidence in support of the 
traditional belief of the Jews, that their old chants 
are the identical ones which were in use at the time 
when the Israelites sojourned in the Promised Land. 
I shall insert here one of them, — more for the 
purpose of showing their peculiarities, than with 
the expectation of gratifying the musical taste 
of the reader, ^his chant is considered by Mr. 
as founded upon the Phrygian Mode, 
a Chorus, which is sung in 



Wemtrau 

It concludes with 
strict time, while the chant itself, which is in- 
tended for a tenor voice, partakes of the character of 
the Recitative : — 



Chant from the Synagogue in Konigsberg. 
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Most of these Chants are interspersed with short 
melodious phrases for the Chorus, in four-part h^,r- 
mony or in unison. It is to be regretted that the 
compilers of the collections do not indicate wifli 
exactness how much they have altered and added. 
By far the greater number of the Solos and Choruses 
appear to be their own compositions. 

Dr. Burney relates that, when lie was in Amster- 
dam., he betook himself to the synagogue of the Ger- 
man Jews, in order to ascertain how far the musical 
performances differed from those which he had heard 
daring his travels on the Continent, in the synagogues 
of other towns. " At my first entrance one of the 
priests was chanting part of the service iu a kind of 
ancient canto fermOf and responses were made by the 
congregation, in a manner which resembled the hum 
of bees. After this, three oi the sweet singers pf 
Israel, which, it seems, are famous here, and much 
attended to by Christians as well as Jews, began 
singing a kind of jolly modern melody, sometimes in 
unison, and sometimes in parts, to a kind of tol de rol, 
insjiead of words, whi'cli to me seemed very farcical. 
One of these voices was a falset, move like the upper 
part of a bad vox humana stop in an organ than |'a 
natural voice. I remember seeing an advertisement 
in an English newspaper, of a barber who undertook 
to dress hair in such a manner as exactly to resemble 
a peruque ; and this singer might equally boast of 
having the art, not of singing like a human creature, 
but of making his voice like a very bad imitation pf 
one. Of much the same kind is the merit of suoh 
singers who, in execution, degrade the voice into a 
flute or fiddle, forgetting that they should not receive 
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law from instruments, but give instruments law. The 
second of these voices was a very vulgar tenor, and 
the third a bmitono. This last imitated, in his accom- 
paniment of the falset, a bad bassoon — sometimes con- 
tinued one note as a drone base ; at others, divided it 
into triplets and semiquavers iterated on the same 
tone. But though the tone of the falset was very 
disagreeable, and he forced his voice very frequently 
iu an outrageous manner, yet this man liad certainly 
heard good music and good singing. He had a facility 
of running divisions, and now and then mixed them 
with passages of taste, which were far superior to the 
rest. At the end of each strain the whole congrega- 
tion set up such a kind of cry as a pack of hounds 
when a fox breaks cover. It was a confused clamour 
and a riorous noise, more than song or prayer. How- 
ever, this is a description, not a censure, of Hebrew 
music in religious ceremonies. It is impossible for 
me to divine what ideas the Jews themselves annex 
to this vociferation; I sha,ll, therefore, neither pro- 
nounce it to be good nor bad in itself; I shall only 
say that it is very unlike what we Christians are used 
to in Divine service."^ 

The same remark may still be applied to the vocal 
performances in many synagogues. In not a few 
instances, however, considerable reforms have been 
introduced. Indeed, some of the Rabbins have endea- 
voured to discontinue the cantillation altogethe^rand 
to adopt simple hymn tunes and part-singing instead. 
This, for instance, has been the aim of Dr. Abraham 



2 The Present State of Music in Germany, the Netherlands, 
Ac, by Charles Burney, London, 1775, vol. ii. p. 299. 



348 



MUSIC OF THE HEBREWS. 



Chap. VI. 



Wolff, in Copenhagen, as early as the beginning of 
this century.^ Even the venerable tunes of the Pro- 
testant Church, the Chorales, have been made use of,* 
and are sung in some synagogues to the accompani- 
ment of an organ — innovations which, on the Conti- 
nent have contributed to divide the Jews into two 
parties, the reforming and conservative. The latter 
has all the more strictly adhered to the ancient mode 
of singing since the schism. 

It is remarkable that the great susceptibility and 
fondness for music which the ancient Hebrews evi- 
dently possessed have been preserved by their race 
until the present day. Many of our distinguished 
musicians, composers as well as virtuosi, are Jews, 
or of Jewish extraction. It would be easy to 
make out a long list of them; but I shall men- 
tion only three celebrated composers — Halevy, 
Meyerbeer and Mendelssohn. 

/• The Jews, it must be remembered, are limited in 
'their choice of occupation for gaining a subsistence, 
by their religious laws, as well as, in many countries, 
by civil laws. This may in some measure account 
for their so often choosing the art of music as a pro- 
fession and means of livelihood. Their innate dili- 
gence and perseverance in carrying out any fixed plan 
would, however, not be sufficient for the attainment 
of those accomplishments in music by which they bftelx 
distinguish themselves, did they not also possess ex- 
traordinary talent for this art. Some of them exhibit 



" See Agende zum Gebrauche 
beim IsraelitiBchen Gottesdienste 
von A. A. Wolff, Copenhagen, 1839. 



* See Melodien zu dem Israelit- 
ischen Gesaugbuche heransgegeben. 
Von Dr. Kley, Hamburg, 1816. • 
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iu their compositions peculiarities which remind us of 
the synagogue. This is, in my opinion, also the case 
iu the music of Mendelssohn, who, though a Christian, 
was of Hehrew origin. These pecuHarities are more 
easily felt than descrihed. They consist especially in 
the employment and frequent repetition of short melo- 
dious phrases, and passja^ges of a peculiar rjiyth:piical 
effect, frequently in Minor, and of a certain monotony, 
which Mendelssohn, however, knew how to render 
highly interesting by a skilful harmony. I shall insert 
here two examples of this kind, the first from 
Mendelssohn's ' Lieder ohne Worte,' book iii.. No. 2 ; 
land the second from his Pianoforte Concerto in D 
Minor. 



Fbom Mendelssohn's Lieder ohne Worte. 
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From Mendelssohn's Concerto in D Minor. 



Allegro aippassiofiato. 
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The following characteristic Hebrew song, con- 
sisting of solo and chorus, is taken from De Sola's 
Collection of the Melodies used in the synagogue 
of the Spanish and Portuguese Jews, harmonized 
by Aguilar. This fine composition might easily pass 
for M-eadelsaolin's, so much are his style and man- 
nerism in accordance with it : — 
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Mendelssohn lias made use also of tlie pentatonic 
scale ; and this he has done not -only where he has 
adopted or imitated Scotch national melodies, hut on 
other occasions. Thus, for instance, the introductioij 
to ' CEdipus at Colonos ' he commences as follows :— 
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This example may also serve as a proof how well 
the pentatonic series of intervals is suited to the 
expression of simple dignity and solemnity. If 
Mendelssohn was unaware of its early use among the 
nations of antiquity, and if he did not purposely con- 
template usiijg it, which is quite possible, the fact of 
his commencing with it the introductory chorus to a 
classical work by Sophocles is to be considered per- 
haps all the more as a stroke of genius. 



LITERATURE OF HEBREW MUSIC. 

An enumeration of all the books which have been 
written on Hebrew music would alone fill a large 
chapter. Forkel has published in his ' Gescliichte der 
Musik,' vol. i. pp. 173 to 184, a list of the principal 
ones printed before the year 1788. This list he has 
extended in his ' AUgemeine Literatur der Musick,' 
Leipzig, 1792, where he has adopted a classification 
as follows : Works treating on Hebrew music in 
all its branches — on the musical instruments of the 
Hebrews — on the headings of the Psalms, and on 
the terms relating to music which 0C9ur in the Psalms 
— oh the Hebrew accents considered as musical nota- 
tion — on the music of the Temple — miscellaneous 
works treating especially of Hebrew music. 

Forkel points out that Le Long, in his ' Bibliotheca 
Sacra,' pubhshed in the year 1723, has mentioned as 
many as 1213 commentators on the Psalms alone; 
and he thinks it probable that, during the sixty-fiye 
years which had elapsed since the publication of Le 
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Long's work, the number of these writers must, have 
increased to at least 1500. As nearly a century has 
passed since Forkel made this observation, the reader 
may judge how extensive our literature on this subject 
must be at the present time. 

Another list of the books published on Hebrew 
music is to be found in • Dizionario e Bibliografia 
della Musica, del Dottore Pietro Lichteuthal,' Milauo, 
1824 ; and there is another in ' Systematisch chrono- 
logische Darstellung der musikalischen Literatur,' von 
C. F. Becker, Leipzig, 1836. To this work an Ap- 
pendix was published by Becker in the year 1839. 
Still it is very incomplete, and the compiler appears 
to have been unacquainted with many of the books 
which he notices, and merely to have copied the 
titles from Forkel, since both writers coincide in 
several errors, such, for instance, as the misspelling 
of the names of certain authors. 

That among so many treatises, essays, and disserta- 
tions on Hebrew music there should be some in which 
curious theories are advanced, is no more than might 
be expected. Of these I shall notice two, on account 
of the discoveries which the authors believe they have 
made. Speidel, a German divine, published, in 1740, 
a dissertation entitled * Unverwerfliche Spuren der 
alten Davidschen Singkunst,' in which he endeavours 
to prove that the Hebrews were acquainted with part- 
singing, and that they called the notes by the names 
of their vowels. The book is scarce, and I have 
hitherto not succeeded in obtaining a, sight of it. 
But Forkel (' G-eschichte der Musik,' i. 156) has giv^n 
a detailed account of its contents, with some .of 
the curious compositions in four parts which Speidel 
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believes he has discovered. Strangely enongli, the 
ancient Egyptians also -are -by some histofiaiis said' to 
liaye used the vowels for designating their hot6s. " If 
this was really the case, it Would supply an additiohul 
proof of their having possessed the pehtatonic sCaile, 
since it ivould show "that thej^ required five names 
only for their' notes. The statement of ■Clemefifi 
Alexandrinus ('Strom.' vi.)/ that the Hebrew soingg 
were founded on the Dorian scale, is not in contradic- 
tion to this opinion, but rather confirmatory of it, sih6e 
we find that the old enharmonic scale of Oly-mpus 
■was likewise considered as a Dorian scale. Neither 
is it surprising that Herodotus should have been struck 
vpith the close resemblance of the song of Maneros in 
Egypt with the ancient song of Linus in Greece, and 
with a similar composition in popular use in Asia 
Minor, 

In a carefully written essay, entitled ' Versiich die 
Melodic und Harmonie der alteii hebraischen G^sange 
imd Tonstiicke zu entziffern ' (published in ' Neues 
Eepertbrium fiir biblische und morgenlandische Life-^ 
ratiir, herausgegebeu von H. E. G. Paulus,' Sena, 
1790), the writer, Gottlob Anton, professes to have 
brought to light some genuine specimens of HfebreXv 
music as it was performed in the Temple of Jerusalem 
in the days of David and Solomon. He deciphers 
them from the Hebrew accents, which he maintains 
constitute a musical notation like our own. And he 
ingeniously endeavours to prove that the Hebrews 
employed harmony, differing from our own in so far 
only as no other chords but concords were .made use 
ot. His arguments are accompanied by specimens of 
melodies and harmonies obtained from the accents, 
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^ :The largest and most imgortaut collection of disser-;. 
t^tiona ou Hebrew music, published together, is con-^ 
taiued in, the thirty-second volume of Blasivis Ugoliiio's 
valuable work, entitled, ' Thesaurus autiquitatum 
sacrarum, etc.,' published in the year 1767. Among 
tlie modern writers who touch more or less upon 
this -subject, the Grerman scholars Geseuius, Winer, 
Joel Lowe, Jahn, and Saalschiitz, especially deserve 
notice. 



EASTERN ORIGIN OP OUR OWN MUSIC. 

In the course of the preceding chapters I have 
several times had occasion to allude to the afl&nity 
which exists between the music of European and 
Asiatic nations'. To enter fully into this subject 
wbiild require much space, and does hot ''come within 
t'iie plan of the present dissertation. It is, how- 
ever, so intimately connected with the preceding 
investigation, that I hope the following remaito, in 
conclusion, will not be without some interest to the 
reader. 

— The ancient Egyptians must properly be : classed 
with- the Asiatic nations; their customs- were in many 
respects similar to those of the latter, and tlieir lau' 
guage was a branch of the Semitic, as was also the 
Hebrew and the Assyrian. Besides, the ancients 
themselves- regarded the Egyptians as an Asiatic 
Batibn^- .- ' . . . , i ... • 

../JWe have an instance, of the"transmissi6n, at an 
early period, of Asiatic music into Europe, in that of 
the. ancient Greeks. Most Greek musical instruments 
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were nearly identical with Asiatic ones; and the 
names of the oldest and principal G^reek modes — the 
Dorian, Phrygian, Lydian, -^olian, and Ionian — also 
support the assertion of ancient historians, that the 
musical knowledge of the Greeks waS Originally 
obtained from Asia minor and Egypt. Whether these 
five modes were originally founded on the five inter- 
vals of the pentatouic scale is uncertain; hut from 
what we have seen it appears probable. Again, in 
other European countries we have found traces of the 
Oriental harp, and surprising similarities in the pecu- 
liar coustruction and form of old instruments with 
those of Asiatic countries. And among them we 
have met with five-stringed instruments of such kinds 
as, from their nature, we may reasonably surmise to 
have been tuned in the order of intervals constituting a 
scale, and which suggest the former existence of the 
pentatouic scale. Besides the old Russian gussli and 
the Finnish Icaniele already noticed, several others 
might be pointed out, as, for instance, the Anglo- 
Saxon harp with five strings, the old Irish coinar 
emit with ten strings, &c. 

We have seen that the pentatouic scale actually 
exists at present in Europe in the music of some 
Celtic nations. We have found several names of our 
musical instruments to be of Asiatic origin. Further, 
in our Christian Church the intoning, chanting, and 
antiphonal singing are, in all probability, remains of 
the ancient Hebrew mode of performing in the Temple. 
The apostles were Hebrews, accustomed from their 
childhood to the usages of their nation, and must have 
been practised in the music which they have been in 
the habit of using in worship before they became 
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Christians. And it is not likely that the primitive 
Christians would have adopted in their worship the 
musical performances of idolators to which they were 
naturally averse. 

The Romans derived most of their musical instru- 
ments from Grre^ce, and afterwards carried them from 
Italy into other European countries of which they 
were the conquerors and masters. In Spain the 
Moors have, at a later period, introduced the Arabic 
music, of which unmistakable traces are still recog- 
nisable in the popular songs and instruments of the 
countiy. The Crusaders also are said to have brought 
from Asia some instruments previously unknown in 
Europe. 

The Gripsies, dispersed like the Jews throughout 
almost every European country, were formerly sup- 
posed to be an Egyptian race ; but eminent modern 
ethnologists tell us that they originally migrated from 
Hindoostan. The musical talent of these interesting 
vagrants is well known. As professional musicians 
we meet with them in most European countries, 
generally in small bauds roving from place to place, 
and entertaining the people with the national melodies 
of the country. Thus we find them everywhere, espe- 
cially in Spain, in Eussia, in Hungary, Transylvania, 
Wallachia, and even in South America. In the 
northern part of Eussia they excel , as vocal per- 
formers ; in the Ukraine, in the Danubian Princi- 
palities, and in Hungary they are almost exclusively 
instrumentalists. It Cannot exactly be said that they 
have preserved anywhere a national music of their 
own. They have adopted in every country the m^isic 
of the people among whom they live. Still, there is 
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tiau^ii in their performances wlucli- tliey .appear to 
ha-ve traditionally preserved from their Asiatic fore- 
fethers. It is impossible to. convey by words an 
accurate idea of the peculiarities of instrumental music 
s4 strange and spirited as that of tlie Gipsies. Some 
of its characteristics are a strongly-marlied and effec- 
tiye rhythm, the frequent employment of superfluous 
sleeonds, and the ■ introduction of various kinds of 
embellishments. When the Gipsies in Hungary- 
perform a favourite national melody, it becomes a va-- 
riation, or rather a, fantasia, founded upon the simple- 
tune. The introduced passages, graces, turns, shakes, 
appoggiaturas are, however, frequently so original, 
tasteful, and effective, that these peculiar performances 
have obtained a well-merited renown. The same 
mode of treating a melody in extempore performances 
prevails in Hindoostan, the original home of the 
Gipsies. This is evident from the accounts of tra- 
vellers. Captain Willard, for instance, says : " The 
pecuhar nature of the melody of Hindoostan not only 
permits, but enjoins the, singer, if he has the least 
pretension to excel in it, not to sing a song through- 
out more than once in its naked form ; but on its; 
repetition, which is a natural consequence, occasioned, 
by the brevity. of the piece>s in general, to break off 
sometimes at the conclusion, at other times at the 
commencement, middle, or any certain part of a mea-. 
sure, and fall into a rhapsodical embellishment called 
A lap, and, after going. through a variety of ad lihitunt 
passages; rejoin the melody with as much grace as if 
it had never been disunited, the musical accompani- 
ment all the while keeping time. These passages are 
not reckoned essential to the melodj', but are eon- 
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sider.ed;. only as grace-note^, intro^ucfed apcording.to 
the faticy of the singer, where the only limitations by 
which the performer is bound are the ■ notes peculiar 
to that particular melpdy, and a strict regard to 
time."* 

The employment of two superfluous seconds in the 
diatonic scale is usual in Turkey, as well as in Walla- 
chia, Moldavia, Hungary, and Transylvania. 



:tez 



There can be, in my opinion, no doubt that this scale 
also emanated from Asia, like the races themselves 
among whom we find it. The predilection of modern 
Eastern nations for the superfluous second is clearly 
evident from its frequent occurrence in their popular 
songs. Instances of its employment we have had in 
some of our previous examples, for instance, in the 
chorus of the Mewlewi Dervishes, p. 110; in the 
Egyptian boatmen's song, p. 261 ; in the old 
melodies of the Jewish Synagogue, noticed at page 
338, &c. Though evidences are wanting to prove 
that the scale with two superfluous seconds is a direct 
offspring of the pentatonic scale, this appears not at 
all unlikely, considering the close resemblance which 
the two scales bear to each other. A superfluous second 
may, in sound at least, be taken as identical with a 



5 A Treatise on the Music of Hindoostan, by Captain Augustus 
Willard, Calcutta, 1834, p. 34. 
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minor third. Even in our highly developed music 
both intervals are generally used, in practical per- 
formance, indiscriminately. The two superfluous 
seconds correspond, therefore, with the two viinor 
thirds of the pentatonic scale. It is true that this 
scale occurs also with two major thirds, namely, when 
it resembles our minor scale ; in this form, however, 
it is comparatively but little used. 

Here I must draw the reader's attention to a 
suggestive fact. Most of the ancient scales known 
to us possess two steps of a third in the compass of 
an octave. In the scales, or genera, as they are more 
usually termed, of the ancient Greeks, this is the case 
with three out of four. The diatonic genus is the only 
one in which no larger steps than whole tones occur. 
The chromatic genus has two steps of a minor third ; 
the enharmonic, two of a major third; and the old 
enharmonic of Olympus, two of a major third. In 
order to facilitate a comparison between the scales 
exhibiting this peculiarity I shall insert them here 
together, and shall indicate the largest steps with 
black notes : — 



Pentatonic Scale with Pkogrbssions in Minor Thirds. 
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Pentatonic Scale with Progressions in Major Thirds. 
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Chromatid Genus. 
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Enharmonic Genus. 
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Scale of Olympus. 
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Scale with Sdpebpluous Seconds. 



5=^ 



.fe 



EE=t 



-o- 

E3E 



Indeed, most of our musical inveutions aud con- 
trivauces appear to have beeu in use, though less 
perfect, among ancient Asiatic nations. No doubt 
the coincidences are in many cases accidental, or 
rather the natural result of human ingenuity applied 
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to tlie cultivation of music. Guido d'Arezzo (a.d. 
1000) is said to have invented the solmisation, i.e. 
the employment of the six monosyllables, ut, re, 
mi, fa, sol, la, taken from the words of an old 
Latin hymn. The Hindoos had long before his time 
the monosyllables sa, ri, ga, ma, pa, dha, ni, also 
obtained from words, " three of which," as Sir 
Wihiam Jones observes, " are, by a singular concur- 
rence, exactly the same, though not all in the same 
place, with three of those invented by David Mostare 
as a substitute for the troublesome gamut used in his 
time, and which he arranged thus : &o, ce, di,ga, lo, ma, 
ni."^ The employment of different colours to dis- 
tinguish the intervals is more remarkable. Villoteau 
describes an ancient Egyptian harp with $ve blue, 
six yellow, and ten red strings. The ancient Chinese 
stringed instrument kin had, Amiot informs us, 
twenty^jfive bridges, of which five were blue, five 
red, five yellow, five white, and five black.'' The 
contrivances are similar on some of our own instru- 
ments. On the key-board of our pianoforte, for 
instance, the intervals of the diatonic scale of C 
major are all of one colour, but the chromatic scale 
requires the introduction of intervals of another 
colour. And hence, probably, its name, from chroma, 
colour. The ancient Grreek chromatic scale appears, 
however, to have borne less resemblance to our 
present one than to the pentatanic scale. 

Again, the invention of the so-called harmoiiie hand. 



6 On the Musical Modes of the Hindus, Asiatic Researches, yol. 
iii,,' Calcutta, 1792. 

7 M^moires ooncernant J'Histoire, etc., des Chinois, tome sixifeme, p. 59. 
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of which a description is given in Barney's ' History 
of Music' (vol. ii. p. 90), is also usually ascribed to 
Guido d'Arezzo. According to Amiot, the ancient 
Chinese made use of the harmonic hand, and in his 
' Memoires ' before mentioned a drawing and descrip- 
tion of it will be found. The Chinese also considered 
the triple time the complete, and the common time.the in- 
complete one, just as our theorists did formerly. They 
were also acquainted with the circle of fifths, by which 
we demonstrate the relation of the keys towards each 
other. Their two-stringed fiddle, urh-heen, is tuned in 
a fifth ; the Japanese samsien, in the fifth and octave ; 
and a similar ancient stringed instrument of the 
Hindoos, the dwitantri, described by Sir William 
Jones in his essay on Hindoo Music, is also tuned in 
the same intervals as most of our own instruments of 
a similar kind. 

Such coincidences, of which more might be cited, 
in whatever manner they may be explained, reveal a 
closer affinity between ancient Asiatic music and our 
own than is usually supposed to exist. It will be 
remembered that the Phoenicians — also a branch of 
the Semitic race — held at an early period trading 
intercourse with Western nations in distants parts of 
the world. Should we by fresh archaeological disco- 
veries ever become acquainted with their music to the 
same extent as with that of the Assyrians — of which 
there appears to be some probabiUty — we may hope 
to be in possession of further corroborative evidence 
in support of the opinions advanced in this work. 
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A. 

Aangitsch songs of Kamtschatka, 

20. 
Abyssinian priest, 225. 
Accompaniments, instrumental, 10. 
Adonis, songs of lamentation in 

honour of, 77, 230. 
Adufe, an Oriental drum, 283. 
Aleppo, singing of the Jews in that 

place, 336. 
Alexander Alexandrinus, 194. 
Alleluia of the Copts, 263. 

in the East, 99. 

Alphorn of the Swiss, 10. 
Ambira, a negro instrument, 14. 
Amiot, his account of Chinese 

music, 70, 117, 144. 
Anas glacialis, the notes of this 

bird, 20. 
Antiphonal responses, 23, 338. 
Arabian music, 149, 163, 305. 
Arghool, a double-pipe, 57. 
Aristoxenus, 202. 
Arpa, 87. 

Arrangements of national airs, 176. 
Aschkenasim Jews, 331. 
Asor, an instrument of the 

Hebrews, 282. 

of the Assyrians, 47. 

Assyrian sculptures in the British 

Museum, 6, 89. 

winged bull, 96. 

mummers with masks, 98. 



BALAFO. 

Assyrians, their proficiency in va- 
rious arts, 24. 

, the character of their music, 

177. 

, representations of their musi- 
cal instruments, 28, 89. 

, their proficiency in music, 23. 

, their favourite musical in- 
struments, 103. 

, their vocal performances, 107, 

120. 

, their instrumental perform- 
ances, 101. 

, their musical system, 122. 

Astarte, image of, 55. 

Awalim, singing girls in Egypt, 
258. 

Aztecs, their musical scale, 15, 169. 

B. 

Baal, Assyrian divinity, 106. 

Babylonian captivity, 105, 277, 302. 

pipe, 75. 

Babylonians, their fondness for 
music, 104. 

, their susceptibility for musi- 
cal concord, 76. 

Bagana, Abyssinian lyre, 162. 

Bagpipe, its antiquity, 78. 

, in Cilicia, 298. 

— , Hebrew, 282, 298. 

, Persian, 78. 

, modern Egyptian, 79, 

Balafo, a negro instrument, 13, 
16, 166. 
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BALALAIKA. 

Balalaika, a Russian instrument, 
55. 

Band-master, Assyrian, 95. 

Barbiton, a Greek instrument, 200. 

Barker, Mr. W. Burckhardt,- his 
description of an ancient" bag- 
pipe, 298. 

Bards in Hindoostan, 88. 

Bas-reliefs, Assyrian, 89. 

Bedford, Rev. Arthur, his conjec- 
tures on Hebrew music, 105. 

Bell, its antiquity, 67. 

, Assyrian, 64. 

, Burmese, 69. 

, Chinese, 68, 69, 70. 

■ , ancient Egyptian, 65, 227. 

, Hebrew, 65, 283. 

, Japanese, 68. 

, used in Buddhist worship, 67. 

, Christian church, 67. 

' of the Inca Peruvians, 67. 

Beni Hassan, a painting from, 300. 

Berri, a drum of the Singhalese, 64. 

Bhat, a bard, 88. 

Birch, Dr. Samuel, description of 

a figure with a tamboura, 205. 
on ancient Egypljian music, 

, 236. 

Bird, Mr. Hamilton, his remarks 
on Hindoo music, 110. 

Birds, the notes of, 20. 

Birs-i-Nimroud, 75. 

Blessing of the priests, 115, 325. 

Bonomi, Mr. Joseph, his account 
of Assyi'ian arts, 24. 

, his description of a Syrian 

tamboura, 53. 

Botta, M., his discoveries, 6. 

Boulou,. a harp of the negroes, 34. 

Bow-shaped stringed instruments, 
17. 

Brazil, singing of the slaves in 
that country, 22. 

Bruce, his description of the Egyp- 
tian harps discovered by him, 184. 

Buddhist worship, 67, 71. 



COINAK. 

Buni, harp of the ancient Egyp- 
tians, 194. 

Bunting, his history of the harp, 33. 

Burmah, stringed instruments 
from, 32, 83, 136. 

-^^, music of, 136, 137, 138. 

bells, 69. 

Burney, Dr., his remarks on the 
scale of Olympus, 156. 

, his conjectures on the inter- 
vals on an Egyptian harp, 191. 

, his notice of a trigonon, 194. 

, his observations on the sing- 
ing of the Persians, 328. 

C. 

Calascione, an Italian instrument, 
56. 

Cantillation of the Jews, 328, 332. 

Carillons, 71. 

Castanets, 226. 

Celtic nations, their music, 175. 

Cembalo, 42. 

Ceylon, national music of, 149. 

Chaldsean names of Hebrew in- 
struments, 281, 285. 

Chalil, a Hebrew flute, 282, 285. 

Chang, a Persian harp, 33. 

Chanting of Eastern nations, 108. 

Chatzozerah, a Hebrew trumpet, 
282, 284, 291. 

Cheng, a kind of Chinese organ, 
18, 119. 

Chinese, their musical scale, 143. 

tunes, 129, 131, 145. 

Choruses of the negroes, 22. 

Choutara, a Hindoo instrument, 
119. 

Church bells, 67. 

Cilicia, ancient instrument from, 
298. 

Cimbal, a dulcimer, 42. 

Clarke, on Amphion's lyre, 245. 

Clavecin, 42. 

Clavicimbal, 42. 

Cochin, Malabar coast, Jews in, 330. 

Coinar cruit, 358. 
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COINS. 

Coins, Hebrew, 291, 308. 

Colours on the Assyrian bas-re- 
liefs, 89. 

Concerts, Assyrian, 106. 

, Hindoo, 118. 

, Persian, 33, 79. 

, Hebrew, 107. 

Conch trumpet, 78. 

Conran, Mr., on the Irish harp, 35. 

, his conjectures on Irish 

music, 173. 

Constantinople, music in a syna- 
gogue of that city, 340. 

Convivial songs of the Hebrews, 
317. 

at the present day, 336. 

Copts, their music, 262. 

Cornu, horn, 87. 

Corsica, national songs in, 231. 

Crotala of the ancient Greeks, 225. 

of the ancient Egyptians, 225. 

Crwth, a Welsh instrument, 84, 85. 

Cymbals, Assyrian, 72. 

, ancient Egyptian, 226. 

, Hebrew, 283. 

D. 

Damascus, Hebrew music in, 337. 

Dancing of Eastern nations, 168. 

of the Assyrians, 74. 

of King David, 74. 

of the ancient Egyptians, 250. 

of the Hebrews, 74, 315. 

in the Christian church, 74. 

Daniel, mention of Babylonian and 
Assyrian instruments, 46> 281. 

Dara, a hindoo drum, 119. 

Darabukkeh, an Egyptian drum, 
219, 220. 

David, hymn of, 324. 

, his royal band, 107. 

Dauney, Mr. William, his collec- 
tion of Scotch melodies, 171. 

, his conjectures on national 

music, 173. 



EGYPTIANS. 

Dervishes, their choruses, 110. 

Dholkee, a Hindoo drum, 63. 

Diana, festival of, 229. 

Diodorus Siculus, his remarks on 
Egyptian music, 235. 

Discoveries, the most recent, re- 
lating to ancient music, 2. 

, Assyrian, 6. 

Doff, an Oriental drum, 222, 283. 

Double-pipe of the Assyrians, 57. 

of the ancient Egyptians, 216. 

of the modern Egyptians, 57. 

of the Hebrews, 282. 

of the Greeks and Romans, 

57. 

Drieberg, F. v., description of an 
ancient Egyptian guitar, 208. 

Drilbu, a bell used in Buddhist 
worship, 67. 

Drum, Assyrian, 62. 

, ancient Egyptian, 218. 

, modern JSgyptian, 63. 

, Hebrew, 283. 

, various kinds, 10, 63, 218, 283. 

Dulcimer, an instrument, 17. 

, Assyrian, 42. 

, German, 42. 

, Hebrew, 281. 

, Persian, 43. 

E. 

Earpe, 87. 

Egyptians, ancient, their concerts, 
228. 

, their hieroglyphics, 56, 243. 

, their musical instruments, 

180. 

, their peculiar stringed in- 
struments, 209. 

, their peculiar instruments of 

percussion, 222. 

, their secular musical per- 
formances, 248. 

, their sacred musical perform- 
ances, 246. 
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EROTIC. 

Erotic songs of the Hebrews, 316. 
Ethnology and national music,' 4. 
Eunuchs, Assyrian, 107. 
European music, its affinity \rith 
the Asiatic, 357. 

F. 

Falashas, a Hebrew sect in Abys- 
sinia, 338. 

Fetis, his conjectures respecting 
the origin of instruments played 
with a bow, 83. 

, his assumed discovery from 

the demotic characters of the 
ancient Egyptians, 271. 

Fiddle of the Arabs and Persians, 
81. 

~ of the Burmese, 83, 136. 

of the Chinese, 81, 310. 

of the modern Egyptians, 83. 

of the Hindoos, 81. 

of the Japanese, 81. 

of the Norwegian peasants, 82. 

Fink, his conjectures respecting 
the modulation of a Chinese 
melody, 130. 

, on the derivation of the 

Scotch music from the East, 175. 

Finns, their ancient harp, 34. 

, their kantele, 34, 46. 

Flageolet of the Mexicans, 15, 76. 

Flute of the Assyrians, 77. 

of the ancient Egyptians, 214. 

of the Hebrews, 282. 

concert, ancient Egyptian, of 

eight performers, 241. 

Frankl, Dr., account of the sing- 
ing of the Jews in Jerusalem, 332. 

Funeral songs of the Hebrews, 106, 
316. 

G. 

Galicia, singing of the Jews in 
that country, 336. > 
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gangsa, an 



instrument 



Gambang 

from Java, 13, 15. 

Ghawazee girls in Egypt, 257. 

Ghouna, a Nubian song, 159. 

Ghunta, a bell of the Brahmins, 67. 

Gingras, 77. 

Gipsies, 42, 359. 

Gittith of the Hebrews, 287. 

Gluck, his vocal compositions, 109. 

Gong, kind of, of the ancient 
Egyptians, 222. 

Goudok, a Russian instrument, 84. 

Greeks, ancient, their oldest scale, 
155. 

, their instruments, 200. 

, their harp, 201'. 

, their lyre, 304, 309. 

, their musical system, 199, 304. 

, their treatises on music, 152, 

202. , 

, modern, their musical nota- 
tion in church-music, 271. 

Grelots, 66. 

Guitar, 87, 208. 

, of the ancient Egyptians, 208. 

, of the Hebrews, 282. 

Gunn, Mr. John, his remarks on 
the harp, 174. 

Gussli, a Russian instrument, 46. 



Hackbret, the German dulcimer, 42 
Hallelujah of the Copts, 263. 
Handel, his Pastorale, 3. 

, his statue, 289. 

Haravi, old Peruvian songs, 

Harfe, 87. 

Harmonicon instrument, 11. 

, Chinese, 13, 15. 

Harmonized national airs, 176 
Harmony, and unison, 116. 
of the Hebrews, 320. 
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Harp of the Assyrians, 28. 

of the Burmese, 32, 51. 

of the ancient Egyptians, 181. 

, Egyptian, with seven strings, 

198. 

of the Finns, 34. 

of the Greeks, 201. 

of the Hebrews, 281. 

of the Irish, 35. 

of this Negroes, 34. 

of the Persians, 33. 

discovered at Thebes, 2. 

Harpu, an instrument of the 

Finns, 34. 
Haurpa, 87. 
Hawkins, Sir John, his estimation 

of natioi[ial music, 3, 4. 
Hearpe, 87. 

Hebrews, their music, 277. 
, their vocal and instrumental 

performances, 311, 322. 

, their sacred music, 311. 

, the affinity of their music 

with the Assyrian .and Egyptian 

music, 277. 

, their instruments, 280. 

, their ancient melodies, 324, 

328, 344. 

, their military music, 314. 

, their secular songs, 316, 317, 

318. 

, their funeral songs, 316. 

— ^ — , their schools for music, 323. 
. , treatises wiitten on their 

music, 354. 
Hermes, 41, 235. 
Hermetic books of the ancient 

Egyptians, 236. 
Herodotus, his account of Egyp- 
tian music, 229. 
Hieroglyphic inscriptions, 56, 238, 

243. 
High-priest, Assyrian, 80. 
Hindoo scales, 147. 

• melodies, 135, 148. 

musical performances, 118. 
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Historians, musical, their conjec- 
tures on the system of music of 
the ancient Egyptians, 269. 

Homer, quotations from, 230, 245, 
246, 255. 

Hormuzd Rassam, his Assyrian 
discoveries, 7. 

Horn, its name in several lan- 
guages, 87. 

Horse-bells, 66, 284. 

Hottentot violin, 19. 

Huayra-puhura, an instrument of 
the ancient American Indians, 15. 

Hue, M., his account of bell-foun- 
dries in Tartary, 69. 

Humboldt, Alex, v., his remarks on 
the emigration of the ancient 
American Indians, 170. 

Hymn, ancient Chinese, 145. 

, Egyptian, 248. 

, Hebrew, 324. 

, Hindoo, 148. 

Hymns of the modern Jews, 324, 
327, 351. 



Ibeka, a negro instrument, 14. 
Inca Peruvians, their musical 

scale, 15, 196. 
Indians, American, their musical 

notation, 179. 
, their ancient instruments, 

13, 170. 
Inscriptions in hieroglyphics, 56, 

243. 
Instruments of music, Assyrian, 7, 

28. 

, ancient Egyptian, 2, 180. 

, Hebrew, 280. ' 

, Assyrian and Egyptian, com- 
pared, 253. 
, similarities between Asiatic 

and European, 81. 

, their names, 86, 194. 

, modern Asiatic, 8, 
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INSTRUMENTS. 

Instruments of the violin kind, 
their antiquity, 81. 

, of uncivilised nations, 10. 

, found in tombs, 2. 

, keyed, 18. 

, of percussion, 10. 

, peculiar ones of the ancient 

Egyptians, 222. 

, peculiar stringed, 209. 

Intervals, on musical instruments, 
12. 

of the Assyrian stringed in- 
struments, 32. 

of the Nubian kissar, 157. 

Intervals, of the pentatonic scale, 
124. 

smaller than semitones, 162. 

Irish national music, 171. 

Itinerant Hebrew musicians, 318. 

J. 

Jephtha's daughter, 315. 

Jews, their chanting, 328. 

in China and Hindoostan, 330. 

in Jerusalem, 331. 

in Egypt, 337. 

in the Barbary States, 339. 

in Germany, 348. 

Jews represented in ancient sculp- 
tures and paintings, 302, 303. 

in Cochin, the Black Jews and 

the White Jews, 330. 

, songs of the women, 315. 

Jew's harp, 300. 

Jerusalem, musical performances 
of the Jews in that city, 331. 

Jobel of the Hebrews, 286. 

Jones, Sir William, his treatise on 
Hindoo music, 151. 

Josephus, his accounts of Hebrew 
musical performances, 290. 

Jubal, inventor of wind and 
stringed instruments, 286. 

Junk, an Oriental harp, 34. 



KOKIU. 



K. 



dul- 



the 



Kalmucks, their trumpets, 60. 

Kanoon, an Arabian kind of 
cimer, 45. 

Kantele, an instrument of 
Finns, 34, 46. 

Karaites, Jews, 332. 

Kama!, a Persian horn, 87. 

Kemangeh, an instrument of the 
Arabs and Persians, 81, 310. 

Kemangeh a gouz, 86. 

Kemangeh roumy, a kind of 
violin, 83, 84. 

Kemkem, instrument of percusr 
sion, 223. 

Keras, 87. 

Keren, a Hebrew trumpet or cor- 
net, 87, 282, 285. 

Keyed instruments, 18. 

Kiesewetter, his remarks on musi- 
cal treatises, 152. 

, on the musical scale of the 

Persians, 150. 

, on > the music of the ancien t 

Egyptians, 275. 

Kin, a Chinese instrument; 45, 364. 

Kinnor, a Hebrew stringed instru- 
ment, 282, 284, 310; 

and guitar, 87. 

, the favourite instrument of 

King David, 310. 

represented on an Assyrian 

bas-rolief, 303. 

Kithara, a lyre of the ancient 
Greeks, 87. 

Kissar, a Nubian lyre, 39, 157. 

, songs with the accompani- 
ment of the, 159. 

, its intervals, 158, 305. 

, in Abyssinia, 41. 

Khole, a Hindoo drum, 63. 

Khorsabad, mound of, 6. 

, sculptiires from, 101. 

Kokiu, a Japanese instrument, 81. 
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KOTO. 

Koto, a Japanese instrument, 46. 
Kouyunjjk, motind of, 6. 

, sculptures from, 91, 92, 93, 

95, 96, 98, 100. 
Krishna, hymn in honour of, 148. 
Kiirt, a horn, 87. 



Lane, Mr. E. W., his account of 
modern Egyptian musicians, 
257, 258. 
, his description of the Der- 
vish flute, 215. 
, his remarks on the Copts, 262. 

Laos, instrument from, 18. 

Laute, 87. 

Lay, Mr. Tradescant, his descrip- 
tion of Chinese instruments, 118, 
119. 

Layard, Mr. Austen H., his dis- 
coveries, 6. 

— — , his remarks on the arts of 
the Persians, 164. 

, his description of Assyrian 

bells, 64, 

, remarks on the music of the 

Yezidis, 265. 

Laps, a musical instrument of the, 
35. 

Tiovites, their musical culture, 322. 

Levy, David, on the blowing of the 
trumpets of ram's-horn, 294. 

, on the Feast of Purim, 342. 

Linus, song of, 229. 

, mentioned by Homer, 230. 

Lionedda, national instruments of 
the Sardes, 232. 

Literature of Egyptian music, 269. 

- — ■-, of Hebrew music, 354. 

Loftus, Mr. W. K., his Assyrian 
excavations, 7. 

Lure, a Scandinavian instrument, 
10. 

Lute, 87. 

liyre, Assyrian, 37. 



MILITARY. 

,Lyre, ancient Egyptian, 196. 

, Greek, in the British Mu- 
seum, 309. 

, Hebrew, 282. 

, Nubian, 39, 157> 

, Abyssinian, 39, 308. 

, Hebrew, from the tomb at 

Beni Hassan, 301. 

— — , Hebrew, on an Assyrian bas- 
relief, 303. 

M. 

Maccabseus, Simon, musical in- 
struments represented on coins 
of his time, 282, 291, 307. 

Machalath, a Hebrew instrument, 

282, 287. 

Maohol, of the Hebrews, 287. 
Magadis, a musical instrument,200. 
Magrepha, an instrument formerly 

in the Temple of Jerusalem, 282, 

296. 
Major and minor keys, 175. 
Mam, double-pipe of the ancient 

Egyptians, 216. 
Maneros, song of, 229. 
Maraoueh, an instrument of the 

Copts, 67, 264. 
Marimba, a negro instrument, 14. 
Maultrommei, 300. 
Melik el Taus, 265. 
Menaaneim, a Hebrew instrument, 

283, 285. 
Mendelssohn, his Scherzo, 3. 
, peculiar characteristic of his 

style, 349. 

Mercury, 37. 

Metzilloth, a Hebrew instrument, 
283, 285. 

Metzilthaim, a Hebrew instru- 
ment, 283. 

Mewlewi Dervishes, 110. 

Mexico, ancient instrument from, 
13. 

Military music of the Assyrians, 
104, 106, 115. 
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MILITARY. 

Military music of the ancient 

Egyptians, 248.^ 

of the Hebrews, 314. 

Minnim, a Hebrew instrument, 282. 
Miriam's song, 22, 326. 
Mishrokitha, a musical instru- 
. ment, 282, 285, 286. 
Mod^s, ecclesiastical, their sup- 
-pose4 influence upon national 

mijsic, 173. 

of the Hindoos, 147. 

Mon^everde, 120. 
Monuments, Assyrian, 6. 
Moses,;his Egyptisin education, 277. 

., his song, 326. 

Mridang, a Hindoo drum, 63. 
Muezzin, his call to prayer, 113. 
MuUer, Max, Professor, on the 

Chaldeean language, 281. 

, on Assyrian treatises, 179. 

Mummy of an Egyptian- musician, 

227. 
Music, ancient Asiatic, its effect, 

103, 106, 320. 

, its gradual development, 8. 

Musical notation, 178. 

of the modern Greeks, 271. 

of the ancient Greeks, 179. 

of the North American In- 
dians, 179. 

of the priests in Thibet, 178. 

of the Chinese and Japanese, 

178. 

Musical party of ancient Egyp- 
tians, 249. 

Musical performances, Assyrian, 89. 

, ancient Egyptian, 228. 

, Hebrew, 311. 

Mylitta, Assyrian divinity, 55. 



N. 



Nabia of the Greeks, 200. 

Nay, flute of the modern Egyp- 
tians, 215. 

National music, modern and an- 
cient, 2. 



ORGAN. 

National music, its beauties, 3. 

, applied to ethnology, 4. 

, its use to the musician, 2. 

Nebel, a Hebrew instrument, 281, 

'282, 284. 
Nebel asor, 300. 
Nebel and Nofre, 299. 
Nebuchadnezzar, 104, 106. 
Nechiloth of the Hebrews, 287. 
Negroes, their most remarkable 

musical instruments, 10, 12, 13, 

14, 16, 34, 166, 211. 

in Brazil, their singing, 22. 

Nei ambanah, an Oriental bag- ' 

pipe, 78. 
Nekeb, a IJebrew flute, 282, 285. 
New Zealanders, their singing, 22. 
Nile, hymn to the, of ancient 

Egyptians, 248. 
, songs of boatmen on the, 22, 

259, 261. 
Nimroud, mound of, 6. 

, sculptures from, 93, 94, 98. 

Nineveh, ruins of, 6. 
Nofre, an instrument of the an- 
cient Egyptians, 56, 206, 299. 
Nose-flute, 16. 
Notation of music, 178. 

of the American Indians, 179. 

of the modern Greek Church 

music, 271. 

of Asiatic nations, 178. 

Nubian kissar, 40. 
songs, 159. 



O. 

Olympus of Mysias, his scale, 156, 

192, 201. 
Ombi, a negro harp, 34. 
Omerti, 86. 
Organ, its antiquity, 18. 

, kind of Chinese, 18. 

of Laos and Slam, 18. 
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ORGAN. 

Organ, ancient Hebrew, 296. 

from Cilioia, 298. 

Oriental harp, 32. 

in Ireland, 35. 

Orpheus, represented with a violin, 

85. 

of the Finns, 34. 

Osiris, 229. 

Oud, a musical instrument of the 

Arabs, 87, 207. 
Ouseley, Sir WilUam, his notice of 

a Persian bagpipe, 78, 174. 

P. 

Pandean pipe, 11, 78. 

, Hebrew, 282. 

Pata, used by the Roman Catholics 

in Santo Domingo, 226. 
Pentatonic scale, 16, 124, 305. 

of modern Asiatic nations, 124. 

of the Assyrians, 124. 

of the Egyptians and Hebrews, 

154. 

in Burmah, 136, 137, 138. 

in Hindoostan, 134, 135, 136, 

146. 

of the ancient Greeks, 154, 155. 

of the Chinese, 125, 127, 129, 

143. 
— — of the ancient Indians in 

America, 13, 169. 

of the Japanese, 138, 139. 

in Java, 133, 134. 

^ on the Nubian kissar, 158. 

of the Scotch and Irish, 127, 

128, 171, 172, 173. 

in Siam, 126, 132. 

, its antiquity, 141. 

, diffusion of, 166. 

, its impressiveness, 177. 

Fepa, a Chinese instrument, 118. 
Performances, musical, of the As- 
syrians, 89. 
, of the ancient Egyptians, 228. 



PUKWAUZ. 

Performances, musical, of the 

Hebrews, 311. 
Persian, music, 163, 164. 

bagpipe, 78. 

harp, 33. 

Peruvians, ancient instrument of, 

13. 
Pfeife, 87. 

Phaamon, Hebrew bells, 283. 
Phoenicians, their music, 232, 259. 
Phorminx, a kind of lyre, 254. 
Pib, 87. 

Pifferari, Italian musicians, 3. 
Pijp, 87. 
Pipa, 87. 
Pipe, 10, 87. 

, Assyrian, 77. 

from the ruins of Babylon, 75. 

, ancient Egyptian, 213. 

, Hebrew, 282. 

from Susa, 77. 

of savage nations, 10. 

Pipeau, 87. 

Plato, his observations on Egyp- 
tian music, 233. 
Plectrum, 17. 
used by the ancient nations, 

39. 
Plutarch, 156, 164. 
Podolia, a Jewish festival in, 342. 
Polish singing of the Jews, 332, 337. 
Polyhymnia, represented with a 

harp, 201. 
Poogyee, a Hindoo nose-flute, 16, 

59. 
Porter, Sir Robert Ker, his 

sketches of old Persian musical 

performances, 33, 79. 
Priestesses, ancient Egyptian, with 

sistra, 247. 
Prophets, their musical culture, 

319, 322. 
Psalterion, a musical instrument, 

282. 
Psanterin, a musical instrument, 

281. 
Pukwauz, a Hindoo drum, 64. 
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PURIM. 

-Purim, feast of , 342. 
Pythagoras, 203. 

Q. 

Quong, or koung, the principal in- 
terval of the Chinese, 143. 

R. 

Rag and Ragiuees of the Hindoos, 
147. " 

Rattle, 10. 

Ravanastron, musical instrument, 
its antiquity, 81. 

Rawlinson, Professor, his compari- 
son of the ancient Egyptians 
with the Assyrians, 255. 

, his remarks on the influence 

of the Chaldseans on the As- 
syrians, 256. 

-> , Sir Henry, his letter on As- 
syrian records, 179. 

Rebab, an Arabic instrument, 81. 

Rebec, a European instrument, 84. 

Recitative, 108, 115. 

Records, the oldest on music, 1, 27. 

Representations of Assyrian musi- 
cal instruments, 28. 

— '■ — of ancient Egyptian instru- 
ments, 180. 

of Hebrew instruments, 280. 

Rhythm in national songs,, 108. 

Rhythmical effects, 101. 

Royal bands of Assyrian and 
Hebrew kings, 106. 

Ruana, 86. 

S. 

Saalschutz, on the cultivation of 
music by the Hebrews in Egypt, 
278. 

Sabeka, a musical instrument, 285. 



SCALE. 

Sacred music of the Assyrians, 106., 
of the ancient Egyptians, 246. 

of the Hebrews, 311. 

Sacred dances of the Assyrians, 74. 

of the Chinese, 144. 

of the Hebrews, 74, 316. 

— — in the Christian Church, 74. 
Salterio tedesoo, a dulcimer, 43. 
Sambuka of the Greeks, 286. 
Samsien, a Japanese instrument, 

55, 310. 
Sanasel of the priests in Abyssinia, 

223, 325. 
Sancho, a negro instrument, 211. 
San been, a Chinese instrument, 

55, 310. 
Sankh, a conch trumpet, 78. 
Sanskrit, musical treatises in, 161. 
Santir, an Oriental dulcimer, 43, 

282. 
Sarangi, a Hindoo instrument, 81. 
Sarinda, a Hindoo instrument, 81. 
Saul, his nervous malady allevi- 
ated by music, 319. 
Saiin, a Burmese harp, 32, 51. 
Savages,- their songs, 20. 
Scale, definition of, 140. 

, chromatic, 143. 

, diatonic, 124. 

with two superfluous seconds, 

361, 363. 

, enharmonic, 362. 

, old enharmonic, 363. 

, pentatonic, 15, 124, 141, 362. 

, enharmonic of the ancient 

Greeks, 164, 363. 

Chromatic, of the ancient 

Greeks, 363. 

of Olympus, 156, 192, 201. 

of Terpander, 202. 

, major and minor, 176. 

on instruments of uncivilized 

nations, 12. 

of the Chinese, 143. 

of the Hindoos, 146. 
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SCALE. 

Scale of the Arabs and Persians, 
149. 

Sohellen, small bells, 66. 

Schire Beth Adonai, 343. 

Schir Zion, 324. 

Scottish music, 171. 

Sculptures, Assyrian, with musical 
performers, 28, 89. 

, Persian, 33, 79. 

Sebi, flute of the ancient Egyp- 
tians, 214. 

Semitones of the diatonic scale, 124. 

of the Chinese, 125, 143. 

of the Persians, 150. 

Sennacherib, 102. 

Sephardic Liturgy, 295, 326. 

Seshesh, an Egyptian instrument, 
223. 

Shalishim, a Hebrew instrument, 
285. 

Sharpe, Mr. Samuel, on Assyrian 
antiquities in the British Mu- 
seum, 168. 

, his remarks on the song of 

Linus, 230. 

Shebarim, a signal on the shophar, 
295. 

Shophar, a Hebrew trumpet, 282, 
284, 285. 

in the synagogue of the pre- 
sent Jews, 292. 

, signals of the, 294. 

Siam, kind of organ from, 18. 

Siamese tunes, 132. 

Simferopol, musical performances 

at a Jewish wedding in that 

place, 341. 
Sistrum, probably known to the 

Assyrians, 79. 

of the ancient Egyptians, 223. 

of the Hebrews, 283. 

of the Abyssinians, 223. 

, its Egyptian name, 223. 

Sitar, an Oriental instrument, 87. 
Soezoew, a Japanese instrument,67. 
Sola, De, his collection of Hebrew 

songs, 114. 



SUBDIVISIONS. 

Sola, De, his opinion respecting 
the antiquity of some Hebrew 
melodies, 325. 

Solmisation, 364. 

Solomon, king, his private orches- 
tra, 107. 

Songs, Assyrian, 104. 

, Burmese, 137. 

of the thrashers, ancient 

Egyptians, 243. 

, Chinese, 129, 131, 145., 

of the Copts, 263. 

of the Dervishes, 110, 111. 

, Egyptian, from hierogly- 
phics, 243, 248. 

, Hebrew, 311. 

, Hindoo, 135, 148. 

, Japanese, 139. 

, Javanese, 133. 

of Kamtschatka, 20. 

, national, 5, 19. 

of the boatmen on the Nile, 

261. 

of the Peruvians, 169. 

of savages, 19. 

, Siamese, 132. 

of the Yezidis, 266. 

Sruti, intervals of the Hindoos, 
146. 

Strabo, his observation respecting 
the origin of Greek instruments, 
200. 

on Egyptian music, 236. 

Stringed instruments, 17. 

played with a bow, 18, 19. 

, their antiquity, 81. 

Strings of the Assyrian instru- 
ments, 32. 

of the Hebrew instruments, 

321. 

of the Egyptian instruments, 

198. 

of modern Eastern instru- 
ments, 51, 52. 

Subdivisions of the Whole Tone, 
162. 

2 C 
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SULZEB. 

Sulzer, his collection of Hebrew 
chants and songs, 115. 

Sumphonia, a musical instrument, 
282, 285. 

Superfluous Second, an interval in 
the music of Eastern nations, 
338, 361. 

Surod, a Hindoo musical instru- 
ment, 119. 

Synagogue, mtisifcal performances 
in "the, 329. 

Syrian drum, 63. 

tamboura, 53. 

Syrinx, 11, 78. 

, its antiquity, 78. 

of the Hebrews, 282. 

' of the Tonga Islanders, 12. 

System, musical, of the Arabs, 149. 

of the Assyrians, 122, 153. 

of the Chinese, 142. 

of the ancient Egyptians, 155. 

of the Greeks, 155. 

of the Hebrews, 154. 

of the Hindoos, 146. 

of the Persians, 149. 



T. 

Tabl shamee, a drum, 63. 
Tabret, an instrument of percus- 
sion, 283. 
Tamboura, Assyrian, 51. 

, ancient Egyptian, 203. 

, modern, 51. 

, Hebrew, 282. 

, Hindoo, 53. 

, Syrian, 53. 

, Turkish, 52. 

represented on an obelisk, 205. 

in hieroglyphics, 56, 204. 

Tambourine, Assyrian, 72. 

, ancient Egyptian, 221. 

, Hebrew, 283. 

Tambour bouzourk, 52. 
Terpander, 202. 



IZELTZELIM. 

Tekiha, a signal on the shophar, 

295. 
Teruha, a signal on the shophar, 

295. 
Tetrachords of the Greeks, 199, 304. 

, disjunct and conjunct, 199. 

Theory at variance with practice, 

151. 
Thibet, bells in, 167. 
Thirds, iiltervals of the pentdtonic 

scale, 177, 362. 

of the most ancient scales, 362. 

Thoth, or Hermes, 41. 

Thro, a Burmese kind of violin, 83, 

138. 
Timbrel, an instrument of percus- 
sion, 283. 
Titty, an instrument, 78. 
Titus, Arch of, 288. 
Tom-Tom, a drum, 63. 
Tonga Islands, instruments from, 

12, 14. 
Toph, a. Hebrew instrument of 

percussion, 222, 283. 
Tourti, a bagpipe of the Hindoos, 

78. 
Trigonon, a musical instrument, 

194. 
Triumphal songs of the Hebrews, 

314. 
Trumpet, Assyrian, 59. 

, ancient Egyptian, 217. 

, Hebrew, 282. 

of the Negroes, 10. 

in Thibet, 60. 

, marine, 300. 

Tubla, an Oriental drum, 63. 
Turkey, Jews in that country, 340. 
Turkish musical instruments, 52. 

musical scale, 52, 343. 

Typhon, 230. 

, represented on Egyptian 

bells, 227. 

, figure of, 206. 

Tzeltzelim, a Hebrew instrument, 

225, 283, 285. 



INDEX. 



379 



II. 

TJgab, a Hebrew wind-instrument, 
282, 284, 288. 

Unison in the musical perform- 
ances of Eastern nations,117, 320. 

in national music, 116. 

Urh-heen, a Chinese fiddle, 81, 310. 



Valga, a musical instrument, 211. 
Villoteau, M., his account of 

Arabian music, 135. 
, his dissertation on the music 

of the ancient Egyptians, 270. 
, his description of the modern 

tamboura, 51. 
on the intervals of the Nubian 

kissar, 157. 
on the Egyptian sistrum, 225. 

on the sacred music of the 

Copts, 263. 

Viole d'apiour, a musical instru- 
ment, 82. 

Violin, 81. 

Vissandschi, a negro instrument, 
13, 14. 

Vocal music, its development, 9, 19. 

Vocal ^ performances of the As- 
syrians, 107, 121. 

of the ancient Egyptians, 228. 

of the Hebrews, 3li, 314. 

Vocero, 231. 

W. 

■Wainamoinen, a divinity of the 

ancient Finns, 34. 
Walker, Mr. Joseph, his remarks 

on old Irish melodies, 172. 



ZUMMARAH. 

Wattas, musicians of Abyssinia, 
258. 

Weintraub, 343. 

Wilkinson, Sir Gardner, his ac- 
count of ancient Egyptian con- 
certs, 322. 

, his description of an Egyptian 

painting from El Bersheh, 244. 

, his description of an Egyptian 

painting from Beni Hassan, 300. 

, his" opinion on the intervals 

on ancient Egyptian harps, 191, 
198. 

Willard, his remarks on the music 
of the Hindoos, 151. 

Wind instruments, 10. 

Works on music written in Orien- 
tal languages, 150. 

X. 

Xerxes and the Book of Ezra, 281. 

Y. 

Yang kin, a Chinese instrument, 46. 
Yezidis, their music, 264. 

, their sacred chants, 266. 

Yu, a Chinese interval of the scale, 

143. 
Yue kin, a Chinese instrument, 118. 

Z. 

Zaghareet, 333. 

Zampogna, an Italian bagpipe, 282. 

Zanze, a negro instrument, 12, 13, 

14. 
Zither, a German instrument, 87. 
Zouqqurah, a bagpipe of the 

modern Egyptians, 79. 
Zummarah, a double-pipe of the 

modern Egyptians, 57. 
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GENEEAL. 

IMAGINARY INTERVIEWS WITH GREAT COMPOSERS. 

A Series of Vivid Pen Sketches in which ifche Salient 
Characteristics and the often Extrayagant'Individiiality 
of each Composer are Truthfully Portrayed.. By.(JEBAidD 
CuMBEELAND. Crown 8vo; cloth. In the Press. 

504 OLD WELSH AIRS. The Lays of My Land. Alawon Fy 

Ngwlad. Collected by N. Bennett. Arranged for 

the Pianoforte or Harp by t). E. Evans. With 12 

Portraits of the old Welsh Harpers, and a short Account 

of their Lives. Together with an Essay on Pennilion 

Singing. Portraits of 10 Celebrated Periniliori Singers. 

198 pages, the original two volumes bound in one vol., 

folio, cloth gilt, lettered 12s. 6d. net. 

The above is the largest collection of Welsh Airs ever published and 

includes some of the oldest Cambrian melodies extant, and contains in the 

one volume the original publication to subscribers issued in two volumes 

at £2 38. Notwithstanding- the collections of Parry, Jones, Thomas and 

others, hundreds of old Cambrian melodies still remained scattered 

throughout the country in manuscripts, or were retained in the memory 

of harpists, Pennilion singers and others who loved and cherished the 

folk-songs of the past. 

To collect some of these treasures, and rescue them from inevitable 
oblivion, says the compiler, has been to me a labour of love for morn 
than half a century * • I secured many an old air of exquisite beauty 
from some venerable harpist, or aged Pennilion singer tottering on the 
brink of the grave. 

ENGLISH GLEE AND MADRIGAL WRITERS. By W. A. 

Baeebtt. Bvo, cloth, 2s. 6d. 

"Mr, Barrett is highly to be commended, no less foir the vast" amount of 
reliable information which he has collated upon the subject in hand, than 
for the concise manner in- which, for the benefit of the reader, he has 
compressed it into a small space." — Monthly Musical Record. 

NATIONAL SCHOOL OF OPERA IN ENGLAND, Being 
the Substance of a Paper read before the Licentiates of 
Trinity College, March, 1882. By Fkank Austin. 
Post 8vo, sewed, 6d. 

RATIONAL ACCOMPANIMENT TO THE PSALMS. By F. 

Gilbbet Webb. Post 8vo, 6d. 

SONGS FROM THE RAVEL. fWords for Musical Setting). 
A Book of Prose-Lyrics from Life and Nature. By 
Ernest Austin. Op. 30; Crown 8vo, sewed, 2s. Gd, 



MStEETICS, CBITW1SM8, ESSAYS. 3 

^ESTHETICS, CKITICISMS, ESSAYS. 

THE SYMPHONY WRITERS SINCE BEETHOVEN, 8chu- 
bert, Schumann, Gbt2, Brahms, Tchaikovsky, Briickaer, 
Berlioz, Liszt, Strauss, Mahler, Mendelssohn, Saint- 
Saens, etc. By Felix Weingaktnek. Translated by 
A. Blbs. Many Portraits. Cr. 8vo, cloth, gilt top, 6s. 

" Most stimulating and suggestive, full of acute thinking, of felioitous 
expression." — New Yorle. 
" The book is certainly well worth reading." — Daily Chronicle. 

The author's Intimate familiarity with the works he disousses lends a 
peculiar interest to the volume, which is certainly worthy a musio lover's 
attention. 

" A most fascinating book * • * the works of the various composers are 
critically disonssed in regard" to form and orchestration." — Musical Star. 

GREATER WORKS OF CHOPIN, (Polonaises, Mazurkas, 
Nocturnes, etc.), and how they should be played. By 
J. Kleczynski. Translated by Miss If. Janotha and 
Edited by Sutherland Edwards. "With Portrait, Fac- 
simile, etc. Crown 8vo, cloth, 5s. 

*' A new book on Chopin which will doubtless receive a warm welcome 
from the lovers of the greatest genius of the pianoforte. • • • What gives 
this book a unique value of importance as a novelty is that it includes 
what is left of Chopin's notes for a pianoforte method which, brief as it is, 
contains some valuable and interesting hints which will benefit all pianists 
and students." — New York Evening Poit. 

MEZZOTINTS IN MODERN MUSIC. Brahms, Tchaikov- 
sky, Chopin, Strauss, Liszt and Wagner. By Jas. 
HuNEKER. Second Edition. Crown 8vo, cloth, gilt top, 
7s. 6d. 
Contents.— The Music of the I'uture (Brahms)— A Modern Musio Lord 
(Tsohaikowsky)- Richard Strauss and Nietzsche — The Greater Chopin— A 
liieit Etude — The Koyal Road to PamasEiis — A Note on Richard Wagner. 

" Essays filled with literary charm and individuality, not self willed or 
over assertive, but- gracious and winning, sometimes profoundly contempla- 
tive, and anon frolicsome and more inclined to chaff than to instruot-.^but 
interesting and suggestive always." — New York Tribune. 

THE PLACE OF SCIENCE IN MUSIC, By H. Saint-Gborge. 
Addressed to advanced students of that branch of musi- 
cal knowledge commonly called Harmony. Svo, sewed, 
Is. 

Mr.. Baughan rejects the academic view of form as firmly as Mr. Saint- 
George rejects the academic view of harmony and counterpoint. The 
academics base their harmonic theories on laws of nature which Mr. 

Saint-George shows do not, exist Has joined Mr. Saint-George in - 

the attack which will end in tlie total discomfiture of the aoodemios. — 1. F. 
BCNCIUAN in the Saturday Review. 



4 JESTHETICS, CBITICISMS, ESSAYS. 

MUSIC AND MUSICIANS. Essays and Criticisms, by Robert 
Schumann. Translated, Edited and Annotated by F. 
R. RiTTEE. Portrait of Robert Schumann, photo- 
graphed from a Crayon by Bendbmann. First Series, 
7th Edition. Thick cr. 8vo, cloth, 4ly pages, as. oa. 
Ditto. Second Series, Third Edition. Thick crown 8vo, 
cloth, 540 pages, 10s. 6d. 
There are two sides to musical criticism, botli equally interesting ; the 
one, which is scientific analysis of musical form and treatment, possible 
only to experienced musicians, the other, which is the spiritual percep. 
tion of the Eesthetic side and influence of music, possible for any great 
mind whose perceptions are keenly cultivated in the highest canons of 
any art. Schumann represented the ideal musical critic, in that both 
of these essential points in criticism are to be found in his writings. — 
From the Introduction to " Ruskin on Music." 

Scarcely find words sufficiently strong , to express our delight • • • a 
hook so rich in thought, so full of humour, so remarkable for its refined 
sarcasms, so original in its criticisms, so sprightly and elegant in lan- 
guage. — Eabl Merz in the Musical World. 

The translations are vigoroua and clear, and the exact sense of the 
originals, as far as possible, has been preserved.— JTew York Musieat 
Courier. 

A disquisition upon the value of Schumann's labour as an art critic 
seems quite nncalled for at the present date. Sufllce it to say that it can 
hardly ' be over-estimated, and that his writings are as interesting and 
instruotive at the present as they were when they were first penned. — 
Monthly Mwiical Record. 

There is no use in trying to quote characteristic passages, because the 
volume is of such uniform merit and such continuous interest that it is. 
impassible to make a selection. Musicians who take up the book will not 
find it easy to put it down again. — Athenoeum. 

Most fascinating reading, even to those who are not deeply versed in 
music. — Westminster Review. 

Schumann was so just and fearless a critic, and his opinions are con- 
spicuous for such sound judgment, that they are valuable in themselves, 
altogether apart from the celebrity of their author. Some parts of the 
book' will attract special notice, such, for instance, as the able defence of 
the then condemned Berlioz • • • • the book also contains notiqes of 
composers whom the world has forgotten. — Music Trades' Review. 

MOZART'S DON GIOVANNI. A Commentary, from the 
Third French Edition of Charles Gounod. By W. 
Claek and J. T. Hutchinson. Crown 8vo, cloth, 3g. 6d. 

Gounod says in his Preface : — Don Giovanni, that unequalled and im- ' 
mortal masterpiece, that apogee of the lyrical drama^ has attained a 
hundred years of existence and fame; it is popular, universally aqcepted 
and consecrated for ever. la it understood? * * * Is it admired? Is it 
loved as it should be? The score of Don Giovanni has exercised the in- 
fluence of a revela,tion upon the whole of my life ; it has been and remains 
for mo a kind of incarnation of dramatic and musical infallibility. I , 
regard it as a work without blemish, of uninterrupted perfection, and this 
commentary is but the humble testimony of my veneration and gratitude 
to the genius to whom I owe the purest and m''.st permanent joys of my 
life aa a' musician, etc. 
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THE DEEPER SOURCES OF THE BEAUTY AND EXPRES- 
SION OF MUSIC. By Joseph Goddard. Authpf of 
"Musical Development," "A Study of Gounod's Re- 
demption," etc. With many Musical Examples. Crown 
8vo, bevelled cloth, 3s. 6d. 

CoNiENTa.— Chapter I.— The Seeming: Anomaly between the Hnman Origin 
of Musio and its Elevated Beauty. Ohafieb II. — Abstract Mnsioal, li)[e 
Natural, Beauty is a Chance Fitness or Coincidence, of which the Visible 
Conditions are the Plasticity in Human Faculties and the Diversity in 
Outward Nature. Chafteb III. — Timbre and Vowel-Sound briefly Analyzed ; 
the Sensibility formed in the Ordinary Course of Natural Evolution to ■ 
answer to them, lets into our Nature the World of Harmony. Chapibb 
IV. — The Larger Keasons why Musio is Free of the Objective World, and 
Discontinuous. Chapter V. — Contrast in Scenic Efleot and in Music. 
Chapter VI. — The Source of those Distinct Suggestions of the General 
World which are Fundamental to the Musical Sensaition — Position, Direc- 
tion, Movement and Visual Form. Chapter VII. — The Second Factor in 
the Inherent Connection between Musio and Motion : the Sense of the 
Horizontal latent in the Principle of Time. Chapter VIII. — Tonality. The 
Principles of Unity and Delimitation. Chapter IX. — Statement of the Full 
Case for the Explicability of Musical Esipression from the Standpoint of 
the Influence of Speech. Chapter X. — Darwin's Hypothesis of Musical Ex- 
pression. The Tendency of Music to Grow Old. The Influence of In- 
herited Feeling in the Efleot upon us of Art and Nature. Ohaptbb XI. — 
The liimitation involved in Musio being the World of a Single Sense, is a 
Source of its Power. Statement of the Principle of Arbitrary Association. 
Chapter XII. — Summary and Concluding Remarks. , 

BEETHOVEN'S PIANOFORTE SONATAS Explained for the 
Lovers of the M-usical Art. By Ebnbt von Eltbrlein. 
■' Translated by E. Hill, with Preface by Ernst Pauek. 
Entirely New and Revised Edition (the Sixth). With 
Portrait, Facsimile and View of Beethoven's House. 
Crown 8vo, cloth, 3s. 6d. 

" He writes with the ripe knowledge and thorough understanding of .a 
practical musician. Every musical student or amateur can safely trust 
him as a competent and agreeable guide. This English translation is most 
opportune, and will doubtless assist many a lover of Beethoven's music to 
appreciate more keenly the master's Sonatas." — E. Patter. 

BEETHOVEN'S SYMPHONIES in their Ideal Significance, 
Explained by Ernst von Elteblbin. Translate,^ Ijy^ 
Francis Weber. With .ari Aecouni of the- Facts R©^ 
lating to Beethoven's Tenth Symphony. By L. Nohl. 
Second Edition, with Portrait. Crown 8vo, qloth, 
3s. 6d. ,,.... 

This small volume is intended in the first, place, and more especially, for' 
the earnest and thoughtful amateur, to whom it is to be a guide and. vQpt- 
panion in the artistic enjoyment and conscious appreciation of Beethoven's 
Symphonic Masterpieces: At the same time the work may not be unwel- 
coBi^ also to the practical musician. 
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HOW TO PLAY CHOPIN. The Works of Chopin and their 
proper Interpretation. By J. Kleczynski. Translated 
by A. Whittingham. Fifth Edition. Woodcut and 
Music Illustrations. Post Svo. cloth. 3s. 6d. 

" (Joucams the cream of Clxopiu's iustructious to Jiis own pupils. To 
admirers of Chopin and players of Mb music we shoTild say this book is . 
indispensable." — Bazaar. 

" It oontftms many interesting details and profitable hints. The author 
has much to tell iis about the great pianist, as a teacher as well as a 
composer. Ohopin as a composer remains to us as a heritage, but the 
tradition of his playing and teaching is naturally becoming every year 
more and more vague. So our author deserves praise for his attempt to 
snatch from oblivion any remembrances of the ' manner and touch ' of the 
master." — Academy. 

FROM LYRE TO MUSE, A History of the Aboriginal, 
Union of Music and Poetry. By J. Donovan. Crown 
Svo, cloth, 2a. 6d. net (pub. 5s.) 
Chaptkes !— 1. Maeioal Impression. 3. History of Aborigiiial Musio. 3. 

Musio and Individuality. 4. Fusion o£ Khythm and Tones. 5. Fusion of! 

Tones and Words. 6. Ho'w Harmony was Developed 7. Definition and' 

Diagram of Evolution of Musio. 

SCHUMANN'S RULES AND MAXIMS. For young Musi- 
cians. Sewed, 2d. 

■' The ' Eules and Maxims ■ might have been entitled ' Proverbs," for the 
truth of none of them can be called into question, and they give students 
the very best advice."— Fiyoj-o. 

"A valuable store of hints and informaWon, shrewdly written and tier- 
tinently put." — Musical Opinion. 

BEETHOVEN'S SYMPHONIES Critically Discussed by A. 

Tebtgen. With Preface by John Broadhoube. Second 

Edition. Post 8yo, cloth, 3s. 6d. 

"We must say that many of his observations are not only acute but 
extremely just."— Musical Times. 

"Mr. Tee*gen gives evidence of deep knowledge of his hero's works, he 
supplies the reader with food for thought and reflection. We commend this 
little book to the attention of our readers." — Musical Opinion. 

" Mr. Teetgen is a devout, though not a blind, worshipper of Beethoven." 
— Musical Standard. 

PURITY IN MUSIC. By A. F. Thibaut. Translated by J. 
Broadhouse. Crown Svo, cloth, 2s. 6d. 

<, ^v^,^^'^\%'^ *^^ F^^l^-.^J'- '^^'""^ ^^"^ °*l'« than the Choral. 
L!^r S n T^^'*-" ^:J^^ Educating Influence of Good Models. 6. 
Meet. 6 On Judging the Works of Great Masters. 7. As to a Liberal 
Judgment. 8. On Perversions of Text. 9. Choral Societies 
ScHDMiNH says :-" A fine book about music, read it freqaantly." 

WOMAN AS A MUSICIAN. An Art Historical Study, By 
F. R. RiTTBR. 8vo, sewed. Is. 
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BIOGRAPHICAL. 

MOZART: THE STORY OF HIS LIFE AS MAN AND 
ARTIST. According to Authentic Documepts and 
other SouTces. By Victor Wjxdbr. Translated by F. 
LiEBiCH. To which is now added a Comprehensive Bib- 
liography of Mozart Literature from every source, 
English and Foreign and a List of hiS Compositions 
Published and Unpublished. With 23 Portraits 
gathered from Various Sources. With Index. 2 
volumes. Crown 8vo, cloth, 10s. 
Jan. Ev. Enosl, Imperial Librarian, writing from the Mozartcrim, Salz 
biirg (Mozart's birthplace) on behalf of the Mozart Society, says ;— 
ITranslation.'] 

I congratulate the publisher on, the exemplary correctness of the edi- 
tion and the author on having had at his disposal such rich and almost 
inexhaustible material, from ancient down to most modern times, as 
foundation for his excellent work. This beautiful and valuable work, 
which has been translated with great thoroughness, has every right to a 
place in the foremost ranks of English literature to the honour of the 
great master whose life and work the gifted author has had presented to 
the English people in a most attractive way, besides conveying to them 
his appreciation of his (Mozart's) immortal compositions in a manner 
that has not been done previously in English. 

" This biography in two handy volumes and published at a moderate 
price, will, we are sure, be "wai'mly welcomed by the thousand and one 
admirers oi one of the most astounding geniuses in musical history."— 
Pall Mall Gazette. 

"Its merits are its enthusiasm, its judicious selection from an enor- 
mous mass of material, and its conseoutiveness."— Birminsrftam Gazette. 

Akthob Simons, in an appreciative notice In The Saturday Review 
said :— " The, book is living, and to read it is to suffer over again this 
perfect and punished life." 

"The most complete work extant on the Salzburg composer, or at any 
rate it is comparable with the biography written by Otto Jahn, inasmuch 
as it contains many things relating to Mozart which are not to be found in 
other works. It is impossible .and unnecessary to review so compre- 
hensive a work as this in a limited space. We can only recommend it as 
a carefully written work which is invaluable for reference."— Music. 

The Daily Telegrajih in a long review says -.—No apology was needed in 
offering to music-lovers a remarkably comprehensive record of the career 
of one of the most astonishing geniuses the world has ever known. 
Mozart, as everyone knows, died young, but irrespective of his creative 
work his life, short as it was, aftorded the diligent biographer far greater 
scope than have the lives of not a few composers who attained compara- 
tive longevity The author of the French work now translated went to 
so many sources for authentic details and general information that his 
pages were well entitled to consideration even of readers acquainted with 
the salient facts in the life of the famous composer, and the two volumes 
under discussion would be welcome if only for their completeness, and 
at the same time their freedom from trivial anecdotage of the kind at 
which so much clings iq the Hves'of many great musicians. 
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MUSICAL MEMORIES- By WiLUxi Spaek, Mus.Doc. 
(late Organist of the Town Hall, Leeds). Revised 
Popular Edition. With 16 Portraits. Thick crown 8vo, 
cloth. Published at 6s. 

" A pleasantly written book of reminisoenocB of a large number of 
diatinjfuislicd persons in the world of music .... Dr. Spark knows how 
to tell a g-ood story, and has not a few new and old to tell ; while the 
tone of his book is so invariably cheerful and good natured."— Satttrdoj/ 
Review. 

" The author speaks of things that he understands and of persons 
that he has known."— St. James' Gazette. 

" Just one of those pleasant books which are instructive without being 
tedious, and amusing without being frivolous. The book is very pleasant 
reading and we counsel our readers to. get it without delay."— ifMaica! 
Standard. 

TCHAIKOVSKY. His Life and Wprks. With Extracts 
from his Writings and the Diary of his Tour Abroad in 
1888. By Rosa Nbwmarch. Edited with Additional 
Chapters by E. Evans, 1908. With a Complete 
Classific Account of Works, Copious Analyses of Import- 
ant Works, Analytical and other Indices ; also Supple- 
ment' dealing with "The Relation of Tchaikovsky to 
Art-Questions of the Day." Portrait and Index. 
Thick crown 8vo, cloth, gilt top, 7s. 6d. 
" The chapters written by Mr. Edwin Evans, Senr., are excellent and 
should be perused with attention, as they denote a keen, critical insight 
and a broad outlook on matters generally. * * • The popularity of Tchai- 
kovsky in England is certainly not on the wane, and the present volume 
will doubtless be welcomed by the many admirers of the Bussian master." 
— Morning Post. 

" A well planned and ^n parts fascinating study of a composer whose 
rare charm of melodic beauty and fine sense of musical proportion have 
completely captured the taste of the time * * * It is the fullest and 
most authoritative monograph of Tchaikovsky available for English 
readers."^jrAc Scotsman. 

*' Issued from the Press which in recent years has given to the musical 
world so much that is of intrinsic value — that of the firm of William 
Reeves, publisher of The Musical Standard — this volume, dedicated ' to 
Henry J. Wood, who. has helped to realise so many of Tchaikovsky's 
masterpieces, and to his wife,' is first in the field in thoroughness and 
in style. * * * is so presented as to be of absorbing interest to the or- 
dinary lover of music, of value to the student, and indispensable to such 
as desire to have at hand reliable analyses of the compositions of the 
greatest of Russian composers. Rosa Newmaroh is perhaps responsible 
to a greater degree than anyone in this country for bringing under notice 
Tchaikovsky. To her pen is due the best and ripest of the original 
matter the volume contains ; although the work of Mr. Edwin. Evans is 
also of such a character as to merit high praise. * * * Tcljaikovaky was 
a world artist and he speaks in a language that is growingly appreciated 
by the scholars of all nations. * ♦ The volume will assuredly rank among' 
the standard works relating to musical art."— Sheffield Daily Independent. 



BIOGBAPEICAL. 9 



NOTICE OF ANTHONY STRADIVARI. The celebrated 
.Violin Maker known by the name of Stradivarius, pre- 
ceded by Historical and Critical Researches on thf^ 
origin and Transformations of Bow Instruments, 9nd 
follQwed by a Theoretical Analysis of the Bow and ile- 
marks on. Francis Tourte. By F. J, Fetis. Trans- 
lated by J. Bishop. Facsimile of a Letter of Stradi- 
varius. 8vo, cloth, 5s. 
The greater part of the matter in above is the work of M. Ynillaume, 
who spent the greater part of Ms life in studying the princnples which, 
gained Stradivarius in his labours. With the aid of Fdtis and his addi- 
tional suggestions and matter the now oelebrated work was produced. 

CHOPIN : THE MAN AND HIS MUSIC. By Jambs 
HuNEKER. Author of ''Mezzotints in Modern Music," 
With Musical Examples. Thick crown 8vo, cloth^ lOs. 

" Mr. Huneker is a Chopin enthusiast. He accords admiration to Brahms, 
to Wagner, to Tchaikovsky : his worship is reserved for Chopin. Being 
gifted with clear insight and imagination which grasp many and diverse 
moods Mr. Huneker is a sane critic and a manl^ There is no pre- 
tence at new material in the book. Mr. Huneker has garnered all that has 
been written about the composer and he has threshed out the grain from 
the ohafl. The result is, therefore, of value." — Musical Standard. 

" The volume will at once take its place in the front rank of books on 

Chopin the masterly chapter of 74 pages on the etudes will soon 

be found indipppusable by all teachers and students of the pianoforte." — 
The Nation (U.S.A,) 

" A work of unique merit, of distinguished style, of profound insight 
and sympathy and of the most brilliant literary quality." — The New Yorh 
Times. 

" Of works on Chopin published since Niecks* life, this is by far the 
most important." — G. C. Ashton Jonson in " A Handbook to Chopin's 
Works." 

LIFE OF CHOPIN. By Franz Liszt. New and very much 
Enlarged Edition. Translated in full now for the first 
time by John Broadhouse. Crown 8vo, cloth^ 6s. 

Geoboe Sand describes it aa '.' un peu exuberent en style, mais rempll 
de bonnes ohoses et de trha belles pages." 

G. C. AsHTON Jonson says in his " Handbook to Chopin's Works " : — 
" For the personal reminiscences of one of the greatest composers by one 
of the greatest executive artists of the world must be invaluable to the 
Chopin student." 

** Franz Liszt has written a charming sketch of Chopin's life and art." — 
Ency. Brit. 

" Liszt's criticisms upon his separate works have all the eloquent mys- 
ticisms to be expected 'from: him ; SCnd the biography is a book musicians 
will alw;ays prize." — Sunday Times. 

" It will aiford the student the gneatest help in understanding the 
undercurrent of emotion which characterises the works of" Ohojlin."— 
Morning Post- 

" Let us therefore contribute one good word to help it forward, as we 
would tend a flower which springs up spontaneously over the grave of 
one we love." — Musical Times. 
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FREDERIC CHOPIN: HIS LIFE AND LETTERS. By 

MoBiTz Kaeasowski. Translated by E. Hill. New 
Edition Revised and further Letters added written 
during the composer's Sojourn in England and Scot- 
land, 1848-9. Second and Revised Edition. With 8 
Portraits and a Facsimile. 2 volumes. Crown 8vo, 
bevelled cloth, 10s. 

"Chopin is and remains the boldest and proudest poetic spirit of the 
a^u. — ±i>KiaKa-c Schumann. 

" A book with which all students of Chopin must needs be acquainted. 
It contains a good deal of first hand information and is our only source 
for 'nanv vflluable documents." — The Guardian. 

The author in' his Preface says : — Several years of friendship with the 
family of Frederic Chopin have enabled mc to have access to his letters and 
to place them before the public. ... In eompliance with the wishes of 
many of Chopin's friends and admirers I have undertaken to sketch his 
career from the materials afforded me by his one surviving sister, from his 
letters, etc. ... in this work which contains full particulars about Chopin's 
youth 1 have corrected the erroneous dates and mis-statements which have 
found their way into all the German and French periodicals and books. 

Gmovb's Dictionary of liusieians says : — The truth about Chopin's birth, 
family, health, character, ' friendships, early training, and the dawn of his 
career as a player and composer was not known until the publication of 
Uoritz Earasowski's recent and trustworthy biography. 

" The first serious attempt at a Biography of Chopin." — Pbof. Niecks. 

" Gives bits of information found nowhere else and the Letters of Chopin 
make the book invaluable to those who would really know the Polish 
master."— Mugjco! America. 

MAKERS OF MUSIC, Biographical Sketches of the Great 
Composers. With Chronological Summaries of their 
Works and Facsimiles from Musical MS8. of Bach, 
Handel, Puroell, Dr. Arne, Gluok, Haydn, Mozart, Beet- 
hoven, Weber, Schubert, Berlioz, Mendelssohn, Chopin, 
Schumann, Wagner, Verdi, Gounod, Brahms and Greig, 
with General Chronological Table. By R. Farquhaeson 
Sharp, Portrait of Purcell. Third Edition. Crown 
8vo, cloth, 5s. 

The author's endeavour throughout this work has been to convey an im- 
pression of the personality of each composer, as well as to furnish bio- 
graphical detail. At the end of each biography is a tabulated list of the 
composer's works and dates of production, together with a facsimile from 
one of his original manuscripts. A useful volume, got up in good style and 
well adapted for a gift or prize. Has speedily run into three editions. 

TEMPLETON AND MALIBRAN. Reminiscences of these 
Renowned Singers, with Original Letters and Anec- 
dotes. Three Authentic Portraits by Matall. Bvo, 
cloth, 2s. 6d. 
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CHOPIN: AS REVEALED BY EXTRACTS FROM HIS 
DIARY. By Count Taenowski. Translated from the 
Polish by N. Janotha. With Kight Portraits. Crown 
8vo, bevelled cloth, 2s. 6d. net (or paper cover Is. 6d. 
net). 

" Throws many curious sidelig-hts on the character of the g:reat com- 
poser." — Sunday Sun. 

" The notes on Chopin were written by special request and under the 
direotion of Princess Marceline Ozartoryska. From her, Count Tarnowski 
receiTed many interesting details as well as letters written -by Chopin, in 
which the master alludes to many of his compositiona as well as to the 
conditions under which they were written. Really an absorbing little 
tome, etc." — Musical Standard. 

BEETHOVEN. By Richard Wagner. With a Supplement 
from the Philosophical Works of Arthur Schopenhauer. 
Trans, by Edward Dannreuther. Third Edition. 
XJrown 8vo, cloth, 6s. 

" This charaoteristio essay, a written exposition of Wagner's thoughts on 
the significance of the master's musio, may be read with advantage by all 
students." — W. H. Webbe in The Pianist's A. B. C. 

" It is a plain duty to be familiar and even intimate with the opinion 
of one famous man about another. Gladly therefore we welcome Mr. 
Dannreuther'a translation of the work before us. Mr. Dannreuther has 
achieved his task with the conscientiousness of his nature and with a 
success due to much tact and patience." — Musical Times^ 

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Includ- 
ing Performers on the Violoncello and Double Bass, 
Past and Present. Containing a Sketch of their 
Artistic Career, together with Notes of their Composi- 
tions. By A. Mason Clabke. 9 Portraits. Post 8vo, 
bevelled cloth, 5s. 
" We may here take the opportnnity of recommending a useful book to 
All loTers of violins and Tiolinists. Fiddlers, Ancient and Modern, ifl prac- 
tically a little Biographical Diotionary, well arranged with some excellent 
portraits." — Northern Whig, 

CHERUBINI. Memorials illustrative of his Life. By E. 
Bbllasis. Thick crown 8vo, cloth, 6s. 
The standard biography- of Oherubini. 

FRANZ LISZT. By T. Cablaw Martin. 12rao, bound, Is. 
(paper. 6d.) 

LIFE OF BEETHOVEN. By Louis Norn. Translated by 
John J. Lalor. Third Edition. With Portraits and 
Facsimile. Crown 8vo, bevelled cloth, gilt edges, 3s. 6d. 
" A «t»n4»rd biography," 
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SKETCHES OF ENGLISH GLEE COMPOSERS. Historical, 
Biographical and Critical. From about 1735-1866. By 
D. Baptib. Post 8vo, bevelled cloth, 5s. 

BALFE: HIS LIFE AND WORKS. By W. A. Babreit. 
Crown 8to, bevelled cloth, 3s. 6d. net (pub. 7s. 6d.) 

LIFE AND WORKS OF MOZART. By A. Whittingham 

Cloth, Is. 6d. (or paper, Is.) 
LIFE AND WORKS OF HANDEL. By A. Whittinpham. 

Cloth, Is. 6d. (or paper, Is.) 
THE BACH LETTERS. Letters of Samuel Wesley, relating 

to the Introduction into England of the Works of Bach. 

Ed. by E. Wesley. Second Edition. Svo, cloth, 2s. 6d. 

DICTIONARY OF 4,000 BRITISH MUSICIANS. From the 
Earliest Times. By F. J. Orowbst. Crown Svo, cloth, 
2s. (paper. Is.) 
A Dictionary of Britieh Mufiiciana — a work devoted exolUBively to the 
names of native composers, instrumentalists, vocalists, writers, etc., who 
have contributed to the making of English musical art from the earliest 
times to the present. Blank spaces are left to each letter for any addi- 
tional names' to be written in. 

PURCELL. By William H. Cummings, Mus.Doc. Crown 
Svo, cloth, 2s. 6d. 
The only available life of this great English musician. Dr. Cummings 
spared no time or tiouble in making it as far as possible a complete and 
exhaustive treatise. 

CHERUBINI. By F. J. Crowbst. Crown Svo, cloth, 23. 6d. 
Contents: — Birth and Parentage— Under Sarti — Earliest Works — ^Visits 
London — Lodoisha — MedSe — Leg Deux Joum&es — Wanisha — Berlioz and Ali 
Saba — Cherubini'a Overtures — A Sacred Music Composer — Mfiss in F — 
Mass in D minor — Mass in C' — Requiem in C minor — ^Requiem in D minor 
— Cherubini's Prolificness — At Catel's Grave — Deatli, Obsequies and Career 
— His Influence upon Music — Estimate of .his Dramatic^ Works — Of his 
Sacred Works — Influence as a Teacher — Temperament and Disposition — 
Anecdotes of Oherubini — Catalogue of Compositions — Index. 

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN- 
ISTS. Biographical and Anecdotal, with Account of 
the Violin and Early Violinists. Viotti, Spohr, Paga- 
nini, De Beriot, Ole Bull, Clementi, Moscheles, Schu- 
mann (Bobert and Clara), Chopin, Thalberg, Gottschalk, 
Liszt. By G. T. Ferris. Second Edition. Crown Svo, 
bevelled cloth, 3s. 6d. (or cloth, gilt edges, 4s. 6d.) 
A very useful book for a prize or gift. • 
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PORTKAIT GALLERIES. 

SIXTY YEARS OF MUSIC. A Record of the Art in England 
during the Victorian Era. Containing 70 Portraits of 
the most Eminent Musicians. Oblong quarto, boards, 
cloth back, 2s. 6d. 

NATIONAL PORTRAIT GALLERY OF BRITISH MUSI- 
CIANS. By John Warriner, Mus.D. Trinity College, 
Dublin. Introduction by Joseph Bennett. Over 500 
Photo Portraits of well-known and eminent living Musi- 
cians of Great Britain and Ireland, with short Bio- 
graphical notice of each. The whole bound in one 
handsome oblong folio volume, cloth lettered. Offered 
for 7s. 6d. net, post free (or 8s. post free abroad), (pub- 
lished 14s. net). 



REEVES' CATALOGUE OF MUSIC AND MUSICAL 
LITERATURE. Ancient and Modern, Second-Hand 
and New ; containing the Contents of Libraries recently 
purchajsed, with a large quantity of Curious, Scarce, and 
Useful Music : Full Scores, Organ Music, Duets, Trios, 
Quartetts, Quintetts, Sextetts, Septetts, etc. ; Tutors, 
Historical, Theoretical and Biographical Works in Eng- 
lish, French, German, Italian, Spanish, Dutch, etc., 
including some Works of the greatoRt rarity and value. 
On Sale for Cash. This Catalogue sent post free on 
application. 

" Mr. W. Reeves, who has established his olaim to be regarded as the 
reoogniied pnblisher of English Musical Literature, has a strong list of 
books for the amateur and the professor."— PaWiiftfr*' Circular. 

" The best and safest method for the inexperienced to adopt, is to make 
application to- some leading and trustworthy publisher of musical books of 
the class in question, relying on his judgment and the traditions of hi» 
house to supply what is genuine and suitable. Without being invidious, 
we may say that such a uublisher is Mr. W. Reeves."— Bazaar. 
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HISTOEY. 

CHRONOMETRICAL CHART OF MUSICAL HISTORY. 

Presenting a Bird's Eye View from the Pre-Christian 
Era to the XXth. Century. By C. A. Harbis, 
A.R.C.p., etc. On linen, folded in case, 2s. net (on 
special paper, Is. net). 

Prop. Pbout says: — ^I have examined > your chart with great interest, 
both plan and exeoution Beem to me to be excellent. You have managed 
to get a wonderful amount of information into a very small spaoe. I 
think the Chart should be most useful and cordially wish you success. 

THE WORLD'S EARLIEST MUSIC. Traced to its Begin- 
nings in Ancient lands. By collected Evidences of 
Relics, Records, History and Musical Instruments, from 
Greece, Etruria, Egypt, China, through Assyria and 
Babylonia to the Primitive Home, the Land of Akkad 
and Sumer. By Hermann Smith. With 65 full page 
Illustrations and Cuts, nearly 400 pp. Crown 8vo, 
cloth, 6s, 
** I return the sheets you entrusted to me of ' The World's Earliest' 
■.Music' There is nt)thing I could criticize in those interesting pages." — 
A. J. HiPKiNS in a letter to the Author. 

. '* Should be m tlie hands of every musician Most iniereeting is 

nis Chapter upon the music of Japan." — Pall Mall Gazette. 

" Technically though it 0cca8ion&,lly must be, the book is one which 
should charm all music lovers." — Morning Leader. 

" The book, which is profusely illustrated, is most interesting, and is, in 
its handsome cloth binding,, well, ^ worth its published price, 6/-" — The 
Musical Star. 

" I confess to a very considerable ignorance^ natural and acquired, of 
the ancient instruments ; but it seems to me that Mr. Smith has got as near 
the truth as a twentieth-century mortal can." — J. F. Runciman in The 
Saturday Review. 

" It is a pleasantly written volume dealing with the earliest conditions 
of music in ancient lands. From rock carvings, wall paintings, tablets 
and vases, sculptures, papyri and so forth, Mr. Smith has drawn tlie 
materials for a volume which has involved an immense amount of research 
and contains a vast quantity, of information conveyed in a very lucid and 
readable manner." — H. A. Soott in The Academy. 

*' No more enthusiastic worker, nor patient student, exists than Mr 
Hermann Smith. The structure, character and capabilities of every kind 
of musical instrument have been the objects of his study for many years. 
To an intense love of his subjects he adds an attractive style. . . . The 
liking of the ear in m'usic is a liking by inheritance, transmitted as a 
facial type is. This view is new, etc.*'— Birmingham Daily Poet. 

HISTORY OF HUNGARIAN MUSIC. By J. Kaldt (Director 
of the Eoyal Hungarian Opera), Crown 8vo, bevelled 
cloth, 2s. 6d. net. 
"Information not to be tiad anywhere else should be on ^very 

D^asioal shelf." — Internatiotialen MnxikgeHellnchaft. 
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THE GROWTH AND DEVELOPMENT OF MUSIC, 

Described in Chapters on the Study of Musical History. 
By Edward Dickinson. With an Annotated Guide to 
Music Literature. Over 400 pp. Thick 8vo, cloth,' 10s. 

Chaptees: — 1. Primitive Masio. 2. Music of the Ancient ' Cultured 
Nations : Assyrians, Egyptians^ Hebrews, Qreeks and Komans. 3. Song in 
the Early Christian Chnroh. 4. The Catholic Liturgy. 5. The Catholic 
Litnrgio Chant. 6. Beginnings of Polyphonic Music. Popular Music in the 
Middle Ages. 7. The Age of the Netherlanders, 1400-1550. 8. Choral Music 
of the Sixteenth Century. 9. Early German Protestant Music. 10. Pro- 
testant Church Music in England. 11. The Madrigal — The Opera — Modern 
Tonality. 12. Early Gro^vth of Instrumental Music. 13. The Violin and 
its Music : First Stages of the Suite and Sonata. 14. Keyed Chamber In- 
struments : Progress of the Clavier Suite and Sonata. 15. The Italian Opera 
in the Seventeenth Century. 16 The Opera BufFa, Seventeenth and Eigh- 
teenth Centuries. 17. Rise of the Opera in Franoe^ Seventeenth Century. 
18. Italian Opera Seria in the Eighteenth Century. 19. Introduction of 
the Italian Dramatic Forms into German Religious Music. 20. Johann 
Sebaptian Bach, 1685-1750. 21. Handel, 1685-1759. 22. Opera-Comique in the 
Eighteenth Century. 33. Gluck, 1714-1787. 24. Haydn, 1732-1809. 25. Mozart, 
1756-1791. 26. Beethoven; 1770-1827. 37. The German Romantic Opera. 
Weber, 1786-1826. 38. The German Lied. Schubert, 179M838. 29. Piano 
Playing to about 1830. 30. Schumann, 18101856. 31. Mendelssohn, 1809- 
1847. 32. Chopin. 1809-1849. 33. Programme Music. 34. Berlioz, 1803-1869. 
35. Liflzt, 1811-1886. 36. The Opera in the Nineteenth Centhry to about 
1850. I. Italian Opera. 37. The Opera in the Nineteenth Century to about 
1850. II. French Opera. 38. Wagner, 1813-1883. 39. Recent Music in Ger- 
many and Austria. 40. Recent Music in France. 41. Recent Music in 
Italy. 42. Recent Music in Russia, Bohemia and Scandinavia. 43. Recent 
Music in England' and America. Bibliographical List. Index. 

Mb. DiCKiNsojf in his Preface says : — The vastness and complexity of the 
study of the history of music are bewildering to those who enter upon it 
unassisted. This volume ia intended to clear the way by indicating the 
problems, the method and the materials. The narrative and critical por- 
tion gives a terse and comprehensive summary of music history, showing 
what are the important subjects involved and their connections and rela- 
tions. The bibliographical sectiojis lead the student to the best critical 
commentaries in the English language on every phase and detail of the 
subject. 

** Mr. Dickinson has written a book of unquestionable value the 

author's critical judgment is highly discriminating." — Musical Standard. 

Mb. Ebnest Newman in the Manchester Guardian writes : — Mr. Dickinson 
has had the excellent idea of furnishing the musical student with a guide 

to the best literature in English upon the Art For Mr. Dickinson's 

general treatment of his subject one can have nothing but praise. His 
method ia to take each stage in the development of music separately, 
oharacterise it in a short but highly concentrated chapter and then give 
references to the complete English literature upon the subject. His sum- 
maries are models of sound judgment and swift statement, not more than 
once or twice, perhaps, could one find fault with either their completeness 
in every essential point or their cool and Catholic impartiality. The 

bibliographical guides are practically as full as they could be made 

the total omissions are exceedingly trifling, while the extent and the 
aocnracy of the information conveyed make the book indispensable to 
students and to public libraries. 
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THE STUDENT'S HISTORY OF MUSIC. History of Music, 
from the Christian Era to the present time. By Dr. F. 
L. RiTTEE. Third Edition. 478 pages of Letterpress 
and 72 Plates of Musical Illustrations. Thick crown 
8vo, cloth, 7s. 6d. 
" To Buoh as are preparing: for examination this valuable work must 
render great service." — Christian Age. 

" A reliable guide to those students who as he says * feel the desire, the 
want, of a deeper and more general knowledge of and information as to, 
the growth and progress of their art than is common.' That this intention 
has been successfully carried out in the present volume we can conscien- 
tiously aflarm." — Musical Times. 

'* With the exception of Mr. Hullah*s Lectures, we can recall no book 
in the English language of recent date which attempts to cover the same 
ground. Both as useful to the student as ' a work of reference, and as 
interesting and instructive to the general reader on musical subjects, this 
work of Professor Ritter may confidently be recommended." — Monthly 
Musical Record. 

A HISTORY OF PIANOFORTE MUSIC. With Critical 
Estimates of its Greatest Masters and Sketches of their 
Lives. By John C, Fillmore. Edited with an Intro- 
ductory Preface by Ridley Prentice. Crown 8vo, 
cloth, 3s. 6d. 
Synopsis: — The Pianoforte and Its Immediate Precursors (the Harpsi- 
chord and Clavichord) — Polyphonic Music {Bach, Handel, D. Scarlatti) — 
Homophonic Music (E. Bach, Haydn, Mozart) — The Emotional Content of 
Music (Beethoven) — The Classic and the Romantic in Music (Weber, Schu- 
bert, Mendelssohn, Chopin and Schumann) — Tcchii^que of' the First Clas- 
sical Fgi^iod — Technique of the Second Classical Period — ^Technique of the 
Transition Period — Technique of the Romantic Period — Minor ComtJosers 
and Virtuosi of the Different Epochs — Index. 

Dtidlbt Buck saya of it : — " In my judgment the work should be in the 
hands of every earnest student." 

MANUAL OF MUSICAL HISTORY. From the Epoch of 
Ancient Greece to our present time. By Dr. F. L. 
Ritter. Second Edition. Cr. 8vo, bevelled cloth, 2s. 6d, 

" An ag-reeably and oog*ently written volume, dealingf with a variety of 
toplcB whioli bear more or leas directly on the history of muaio." — W. H. 
Webbs in The Pianist's A. B. C. 

" Portable and well arranged * * • well up-to-date and contains a useful 
index. Students preparing for examinations will find the book distinctly 
serviceable."— Teao7i«r'» Times. 

CATECHISM OF MUSICAL HISTORY AND BIOGRAPHY, 

By F. J. Crowbst. Revised and Enlarged Edition. 
Tenth Thousand. 187 pp. Post 8vo, cloth, 2s. (paper, Is.) 
This work gives, special attention to English musicians, and is brought 
down to 190S. 

• Jlvfitai Ediieation says :— " An excellent little book — yet not so little 
Bitioe'itVo^tains an immense kmouta^ of iiin}rhiatio'n— hi8t01*ical, ' biographi- 
cal and critical — in a very small compass." 
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THE RISE OF MUSIC. Being a Careful Enquiry into the 
Development of the Art from its Primitive Puttings 
forth in Egypt and Assyria to its Triumphant Consum- 
mation in Modern EfEect. Especially bringing out the 
Influence of the Church upon the Joint Development of 
Harmony and Notation — the Importance of that Great 
Central Development the Enweavement of the Scales — 
the Creative Consequences of the Clavier Type of In- 
strument and the Explanation of a New and Perfect 
Order of Beauty resting upon our Tempered System. 
By Joseph Goddakd. With Illustrations of early In- 
struments and numerous Musical Examples drawn from 
Ancient and Modern Sources. With Index. Thick 
crown 8vo, cloth, gilt top', 7s. 6d. 

It will be seen that this work is not a history of music in the ordinary 
sense, but rather a tracing of the organic unfolding of the musical art. 
At the same time it presents a perspective of both the history and con- 
stitution of musiCf in which history is seen to elucidate theory and theory 
history. 

Readers will greatly appreciate the numerous musical examples culled 
from all sources which appear throughout the book. 

** Musical enthusiasts, whom the technical language of their art does 
not appal, will delight in this scholarly book. Mr. Goddard's object is, 
to show that music, commonly regarded as the youngest of the arts, had 
its roots in primeval man, but needed a longer time to develop into a 
fully constituted art than did painting and literature. It was compara- 
tively easy for the painter to perfect his art. He had his model, Nature, 
always before him. The poet, in like manner, once he possessed an alpha- 
bet, had only to look around him to find the grandest subjects ready to 
his pen. But the musician had to discover and fix his own rules and 
principles, slowly revealed to him by the march of science and by chance 
inventions. The ancient Egyptians, for instance, used the flute, lyre and 
harp, but, as Mr. Goddard points out, the mass of our modern musical 
forms date only from the invention of the clavier type of instrument, a 
little over a couple of centuries ago. "Modern dramatic music, too, springs 
as an art-form largely from the light interludes played in the Italian 
theatres only two centuries ago. Mr. Goddard's book is well illustrated 
and should find a place in many a musical home." — The Christian World. 

AN ACCOUNT OF THE RISE OF MILITARY MUSIC IN 

ENGLAND and Memoirs of the Royal Artillery Band, 

its Origin, History and Progress. By H. G. Farmeu. 

With 14 Illustrations. 8vo, cloth, 5s. 

The Records of the R.A. Band date as far back as 1762, and its history 

may fairly be stated to represent the growth of the military band. 

THE PAST AND THE FUTURE. Inaugural Lecture at 
Greshim OoUege, Nov., 1890. By J. FEfiDERiCK Brtdoe. 
'Mus. Doc. Crown 8vo. sewed, 6d. 
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The First Music Printed from Engraved Plates in 
England. 
PARTHENU Or the First Musick ever Printed for the Vir- 
ginals. Composed by three famous Masters,' William 
Byrd, Dr. John Bull and Orlando Gibbons. Trans- 
lated into Modern Notation and Edited by E. F. RiM- 
BADLT, LL,D., F.S.A. With Fac-similes of the original 
Engraved Title, showing a Lady playing the Virginals, 
a page of the Music, and the Curious and Interesting 
Dedication. Followed by the whole of the Music 
arranged for Playing on the Piano in the Modern Nota- 
tion this forming a further 50 pages. Together with an 
account of the Virginals, Method of Playing, Early 
References, etc. By Dr. Rimbault. This Reprint 
limited to 250 copies only. Folio, gilt top, rough edges, 
imitation old boards, cloth back lettered To Subscribers, 
12s. 6d. (pub. 21s.) 

The Virginal or Virginals from Henry the Seventh's time to nearly the 
close of the 17th century, included all quilled Keyboard instruments, the 
Harpsichord, Spinet, etc. Henry the Eight, according to a contemporary, 
played well on the Virginals. Queen Mary is said to have equalled if not 
surpassed Queen Elizabeth in music playing, the Kegals and Lute as well 
as the Virginals. The first music for this tribe of instruments — including' 
the Harpsichord — was the " Parthenia." It consists principally of 
" Pavans and " Galliards," in common use for dancing purposes in Queen 
Elizabeth's time, " Preludiums," " Fantazia of Foure Parts," etc. 

The printing of music from engraved copper plates is supposed to have 
begun at Uome where a collection of Canzonets was engraved by "Simone 
Verovio in 1586. In France towards the end of Louis XIV. 's reign the 
great house of Ballard began to make use of engraving, some of Lully's 
operas being printed from type and some from engraved copper plates. 
The Germans, of course, practised the art, .one early book of Exercises 
being composed and engraved by the great John Sebastian Bach himself. 
In England " Partheaia V was the first produced, appearing in 1611. 

Virdung in 1511 is the oldest authority mentioning the virginals, but 
Rimbault quotes the following proverb that was formerly inscribed on a 
wall of the Manor House of Leckingfield, Yorkshire, and if, as thought to 
be, as old as the time of Henry the Seventh (1485-1509) contains a reference 
earlier than Virdung : 

" A Slao Strynge in a Virginall soundithe not aright. 
It doth abide no wrestinge it is so loose and light ; 
The sound board crasede, forsith the instrumente, 
Throw misgovernance to make notes which was not his intente." 
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ORCHESTEAL. 

ON CONDUCTING. By Richard Wagner. Translated by 
E. Dannreuther. Second Edition, cr. 8vo, cloth, 5s. 

A Treatise on Stylo in the Execution of Classioal MusiOj written by a 
praotical master of the grand style. 

Weinqabixeb, speaking of this celebrated work, says : — " Wagner's book 
laid the foundation tor a new understanding of the function of the con- 
ductor, in whom we now recognise, not only the eternal factor that holds 
together an orchestral, choral or operatic performance, but above all the 
spiritualising internal factor that gives the performance its very soul." 

NOTES ON CONDUCTING AND CONDUCTORS. By T. R. 

Crogbr, F.R.G.S., F.Z.S., also the Organising and Con- 
ducting of Amateur Orchestras, with three full-page 
Illustrations of the Various "Beats" and Plan of the 
Orchestra. Third Edition, Revised and Enlarged. 
Crown 8vo, cloth, 2s. (paper. Is.) 
" A mine of good things." — Musical Opinion. 
" One of the best guides to conducting." — Music Trades Review. 
" A capital little book brightly written and full not only of entertaining 
and racily-told anecdotes, but also of clear and sensibly-expressed opinions 
on musical matters." — The Stage.- 

" The book appeals particularly to conductors of provincial societies, 
whether instrumental or choral ; it is written in a pleasant style, and is 
full of practical hints by one who knows his subject well." — Monthly 
MuAical Record. 

"Many practical hints on the organizing and conducting of amateur 
orchestras and choral societies." — Morning Post. 

HOW TO PLAY FROM SCORE. Treatise on Accompani- 
ment from Score on the Organ or Pianoforte. By F. 
Fetis. Translated by A. Whittingham. With 40 pages 
of Musical Examples. Crown 8vo, bevelled cloth, 3s. 6d. 

Contents : — Introduction. 1. On the Different Arrangements of Voices 
and Instruments in Scores (Partitions). 3. On Vocal Parts; Instrumental 
Parts, their Fixed Pitch and the Manner in which they are Written. 3. 
Concerning the Manner in which the Accompanist should Bead a Score in 
order to grasp its Substance and its Details. 4. The Mechanism of Ac- 
companiment. 5. Ooncernihg the Influence of the Accompanist on the 
Vocalist. 6. On Difference of Style. 7. Oil the Accompaniment of Early 
Mnsio without Orchestra, the Duets and Trios of Clari, Durante, Handel 
and the Psalms of Marcello. 8. On the Reproduction of Ancient Orches- 
tral Accompaniments. 9. On the Modern Style of Accompaniment. 10. On 
Mozart. Cherubini, Mehul, Spontini, Rossini and the Modern School. 11. 
Conclusion. 

This popular and useful book might have been entitled " The Art of 
■^faking Arrangements for the Organ or Pianoforte from Full Orchestral 
and other Scores." It contains all that is necessary to know upon this 
■nbjeot. 
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OEGAN. 

THE ORGAN FIFTY YEARS HENCE. A Study of its 
Development in the Ligkt of its Past History and 
Present Tendencies. By Francis Burgess, F.8.A., 
Scot. 8vo, Is. net. 
" All organists should read Mr. Francis Burg-ess' lecture on ' The Organ 
Fifty Tears Hence.' We have every sympathy for the opinions Mr. 
Burgess expresses, though we have our doubts as to whether the un- 
popularity of electric action is not fully justified, eta."— The Church 
Union Gazette. 

" Gives us an excellent summary of what has been and is being done 
towards improvement in organ construction and tone, and his criticisms 
are always sound and convincing." — Glasgow Herald. 

A PRACTICAL TREATISE ON ORGAN BUILDING. By F. 

E. Robertson. With Working Drawings and Appen- 
dices for ready calculation of all parts. Text in one 
vol. Demy 8vo, and numerous plates in a royal 4to 
vol. 2 volumes, 31s. 6d. net. 
" Many books upon Organ Building have been published in recent years, 
but for fulness of information not one approaches Mr. Robertson's work, 
wherein practical details and directions are given in every department of 
.Organ construction. .Tjhe book is of course based upon old Don Bedos' 
famous work, and contains the most valuable portion of Dr. Topfer's Ger- 
man treatise, together with his learned diagrams and illustrations." — 
Sbemann Smith's " The Making of Sound In the Organ and In the Or- 
chestra." W. Reeves. 

MODERN ORGAN TUNING. The How and Why, Clearly 
Explaining the Nature of the Organ Pipe and the 
System of Equal Temperament, Together with an His- 
toric Record of the Evolution of the Diatonic Scale 
from the Greek Tetrachord. By Hermann Smith. 
Crown Syo, cloth, 3s. 6'i. 
" The greatest authority on acoustical matters connected with organ 
pipes who has ever lived." — G. A. Audslet in his Art of Organ Building. 
■' I have read * Modern Organ Tuning ' with great interest. It is a 
book of value and should find appreciative readers. It should be a hand- 
book with students of the organ and organ tuning." — A. J. Hifkins. 

" Simple non-technical terms sets out with an attractiveness and lucidity 
I have never seen surpassed the history of the evolution of the diatonic 
scale from the Greek tetrachord * * * by no means intended for organ 
students alone * * the historical explanations add to the fascination of 
this volume." — Daily Telegraph. 

** The book is just such another as its author's similar manaal on the 
tuning of pianos, a workmanlike handbook ; full of sound praotioal advice 
for the craftsmen concerned."— jScofnnan. 

** Reomnniended to the- notice of organists with the fullest confidenoe that 
they- would derive both pleasure and profit from its perusal."— Scoittaft 
Guardian. 
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RINK'S PRACTICAL ORGAN SCHOOL: A New Edition. 
Carefully Revised. The Pedal Part printed on a Separ- 
ate StafF, and the Preface, Remarks and Technical 
Terms translated from the German expressly for this 
Edition by John Hilbs. The Six Books Complete, hand- 
lomely bound in red cloth, gilt edges, ob. folio, 10s. 6d. 
net (issued at 20s.), or the six parts 7s. 6d. net (issued 
at 6b. each.) 
The best edition ever published of this Grand Classical -work. No other 
edition will bear comparison with it for care and slcill in editing*, nor for 
beauty of engraving and excellence of printing. One special merit of this 
edition is that the bar lines are bold, and that they are drawn right through 
the score f instead of through each stafF, as was the custom in days gone by. 
The student who will take the trouble to test this edition against .any 
other, will at once perceive the advantage he gains from this clear and 
distinct style of " barring " ; to an advanced performer the matter may be 
perhaps of less importance, but even he cannot fail to appreciate the com- 
fort of increased legibility. 

As a royal road to thorough and sound Organ Flaying in all styles, there 
IB no other School which will bear comparison with this: a Beginner 
can follow no better course than to go through it slowly. 

A SHORT HISTORY OF THE ORGAN, Organists, and Ser- 
vices of the Chapel of AUeyn's College, Dulwich. With 
Extracts from the Diary of the Founder. By W. H. 
Stocks. Crown 8vo, sewed, Is. 

THE EARLY ENGLISH ORGAN BUILDERS and' their 
Works, from the 16th Century to the Period of the Great 
Rebellion. An Unwritten Chapter on the History of 
the Organ. By Dr. E. F. Rimbatjlt. Well printed. 
With woodcuts, post 8vo, cloth, 3s. 6d. 

ANALYSIS OF MENDELSSOHN'S ORGAN WORKS. A 

Study of their Structural Features. For the Use of 
Students. By Joseph W. G. Hathaway, Mus. B. Oxon., 
127 Musical Examples. Portrait and Facsimiles. Crown 
8vo, bevelled cloth, 4s. 6d. 

THE MAKING OF SOUND IN THE ORGAN AND IN THE 
ORCHESTRA. With many illustrations. By Hermann 
Smith. Crown 8vo, cloth, 7s. 6d. In the Press. 

Highly recommended hy the late A. J. Hipkins. 

ORGANIST'S QUARTERLY JO-URNAL of Original Composi- 
tions. Edited by Dr. W. Spark, 5s. per part. New 
Series Volume, 160 large pages, oblong folio, bound in 
cloth, 18s. 



22 OBGAN. 



THE ORGAN PARTS OF MENDELSSOHN'S ORATORIOS 
AND OTHER CHORAL WORKS. Analytically Con- 
sidered. By Orlando A. Mansfield, Mus. Doc, 
F.B.G.O. With numerous Musical Examples. Crown 
8vo, cloth, 4s. 6d. 

HENRY SMART'S ORGAN COMPOSITIONS ANALYSED. 

By J. Beoadhouse. Crown 8vo, bevelled cloth, 2s. 6d. 

THE INFLUENCE OF THE ORGAN IN HISTORY. By 

Dudley Buck. New Edition with Illustrations. Crown 
8vo, sewed, Is. net. 

THE PEDAL ORGAN: Its History, Design and Construc- 
tion. By T. Casson. With Folding Plate. 8vO; sewed, 
Is. net. 

CATECHISM for the Harmonium and American Organ. By 
John Hilbs. Post 8vo, sewed. Is. 

REFORM IN ORGAN BUILDING. By Thomas Casson. 
Crown 8vo, sewed, 6d. 



THE MUSICAL STANDARD. A Weekly Newspaper for 
Musicians, Professional and Amateur. Established 
nearly Half a Century. The Organ of no Clique. In- 
dependent Criticisms. Correspondents in all Parts of 
the World. Translations of Important Articles from 
the foreign musical press. Illustrated Supplement 
every week. "The Violin and String World" given 
with the first number of each month. Price Twopence 
(by post, 2id.) Annual Subscription 10s. lOd., 6 
months 5s. 5d., 3 months 2s. 9d. (Abroad, 12 months 
13s., 6 months 6s. Cd.) Terms for Advertisements on 
application to the Manager. Cases for binding Is. 6d. 
net (by post. Is. 9d.) 
Portraits of celebrated muBioians are given from time to time in " The 

Musical Standard." Price 2d. each. List of Portraits that have already 

appeared sent post free on application. 
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PIANOFORTE. 

REEVES' VAMPING TUTOR. Art of Extemporaneous Ac- 
companiment, or Playing by Ear on the Pianoforte, 
Rapidly Enabling anyone having an Ear for Music (with 
or without any knowledge of Musical Notation) to Ac- 
company with Equal Facility in any Key with Prac- 
tical Examples. By Francis Taylor. New Edition, 
to which is added Instructions for Accompaniment 
with Equal Facility in every Key illustrated by Ex- 
amples. Folio, 2s. 

PIANOFORTE TEACHER'S GUIDE. By L. Plaidt. Trans- 
lated by Fanny Raymond Rittbr. Crown 8vo, boards. 
Is. 

" ETidently written by a, pianist who is a thoroagh master of his instru- 
ment as well as a good taaaheT."— Educational 'Times. 

" Some of the finest pianists of the day owe much of their technical 
facility to Plaidy's excellent method."— Bazaar. 

The best possible advice of a veteran ; no teacher can read it without 
benefit. Affixed is a list of studies in order of difficulty. This is especially 
yiklaable."— Schoolmaster. 

THE ART OF TUNING THE PIANOFORTE, A New and 

Comprehensive Treatise to Enable the Musician to Tune 
his Pianoforte upon the System founded on the Theory 
of Equal Temperament. By Hermann Smith. Crown 
8vo, limp cloth. New Edition, thoroughly Revised, 2s. 

Readers will welcome this note of approval, signed by A. J. Hipkins, a 
naine long associated with the Pianoforte and familiar to most musicians 
in the musical literature of the present time. No better voucher could be 
desired of the fair claims of this little book upon the reader's attention and 
confidence. '* I have had the privilege of reading the proofs of Mr. Her- 
mann Smith's clear and exhaustive treatise on Pianoforte Tuning, and I 
am satisfied that for the professional tuner, or the amateur who desires to 
understand the subject and put the knowledge he acquires into practice, 
there is no book upon it yet published that may be compared with it. 1 
recommend all tuners or would-be tuners to study this unpretending and 
excellent work, wherein the theory is laid down in clear and correct terms, 
and the praotioe, as far as this is possible, is indicated judiciously." 

THE DEPPE FINGER EXERCISES for Rapidly Developing 
an Artistic Touch in Pianoforte Playing, carefully Ar- 
ranged, Classified and Explained by Amy Fat (Pupil 
of Tausig, Kullak, Liszt and. Deppe). Folio, English 
Fingering, Is. 6d. (Continental Fingering, Is. 6d.) 
The Musical Times says : — We are asked by a well-knovm pianist to say 
that Herr Emil Sauer was trained up to his seventeenth year on the Deppe 
system and that he owes his wonderful technique almost solely to that 
method • • • Our oorreqiondent adds that Herr Sauer speaks as enthusias- 
tically of the Deppe metbad as did Miss Amy Fay. 
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PIANO TOUCH, PHRASING AND INTERPRETATION. By 

J, Alfred Johnstone (author of **The Art of Teaching 
Expression in Piano Playing/' etc.) Crown '8vo, cloth, 
3s. 6d. 

Contents : — I. Toucn in Piano-Plating and Some of its Cxtbiosities. 
Varied Meanings of the Word " Touch " — " Touch " as Applied to the 
Instrument — ^Limitations of " Touch " — Possibilities of " Touch " — Con- 
fused Ideas on " Touch "—Tone-Colour — Causes of Confused Ideas — 
" Touch " as Applied to the General Effect produced by the Player — Ob- 
jective B.e8ult8 of Subjective Desires. Melody-Playing — Diverse Kinds of 
" Touch "—Brilliant Legato Passage ** Touch " — Two Broad Varieties or 
Schools of " Touch " — Recommendation of Lucidity. II. On the Mtstekt 
OF Phrasing in Piang-Pi.amwg. The Cant of Phrasing— What is Phras- 
ing? — Clear Perception of the Formal Divisions of Music — The Foundation 
of Phrasing — Erroneous Notion of Bar to Bar Construction — Appeal made 
Effective by Intelligible Illustrations— The Right Method of Making 
Phrase Divisions Clear in Piano-Playing — Motival Phrasing — Expressive 
Treatment of Phrases. III. Hints on the Right Inteepbetation of 
Bach's Wowempieiete-Clatier on the Piano. Eulogiums of Eminent 
Musicians— Bach's Conflicting Interpreters— The Simple Rule of the Trust- 
ing Disciple — Subjects of Conflicting Opinion — The Text — Interpretation- 
Clavichord or Harpsichord — Bach's Cl^-vichord Playing — Emotional Ele- 
ment in Baoh's Fugues — Clavichord or Piano Interpretation — How to In- 
terpret Polyphonic Music on the Piano — Interpretation Regarded from the 
Standpoint of Style — Analysis of the Right Ii'oundations for Phrasing- 
Tempo — ^Legato; Staccato; Use of Pedal; Time Variations — Interpretation 
of Baoh's Ornaments — Conclusion. IV. Educational Editions op Piano 
Classics. Modern Educational Progress in Music — Some Uses of Good 
Annotated Editions — Objections to Annotated Editions — Comparative Rank 
of Piano Classics — Editions of Baoh's Woltempirirte- Clavier — Editions of 
Beethoven's Sonatas — Editions of Chopin's Works — Editions of Mozart, 
Haydn, Schuinann, Mendelssohn — Curiosities of Doctrine on Piano Touch. 

How Bach's Fugues should be rightly interpreted on the piano is one 
which is still at issue. The various opinions on the subject already set 
forth are here examined, and practical suggestions are made on many 
aspects of this most interesting question. 

" We can unreservedly recommend this book to all musical people who 
are ■pismiBts."— Cheltenham Examiner. 

" This is a book of rare educational excellence — the work of an expert 
of acknowledged standing and experience, who possesses not only a very 
complete knowledge of his subject, but also the faculty of expressing 
himself in clear and unmistakable terms." — Aberdeen Daily Journal. 

" Valuable hints on phrasing." — Freeman's Journal, 

" A thoughtful and instructive discussion of many vexed questions of 
musical taste and particularly of musical execution, with a special refer- 
ence to the inner mysteries whereby the piano is made to talk to you."— ^ 
Scotsman. 

" Without any difficulty, the author disposes of most of the cant about 

toubh ' and shows that the so-oalled mystery is only a matter of proper 

technique. Willingly would I quote from the text, only I think it better 

for the reader to get the book and go through it quietly, marking his 

favourite passages for future reference." — The Musical Star. 

" The aid he gives to the student in search of the best annotated edi- 
tions of works is invaluable." — Shefjield Daily Independent. 

" Deals at some length with the technique of pianoforte-playing." — 
Yorkshire Post. 
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A HANDBOOK TO CHOPIN'S WORKS. Giving a Detailed 
Account of all the Compositions of Chopin. Short 
Analyses for the Piano Student and Critical Quota- 
tions from the Writings of Well-Known Musical 
Authors. By G. C. Ashton Jonson. The Whole 
Forming a Complete Guide for Concert-Goers, Pianists 
and Pianola-Players, also a Short Biography, Critical 
Bibliography and a Chronolqgical List of Works, etc. 
Crown 8vo, cloth, gilt top, 6s. 

Will be found equally useful and helpful to oonoert-groers, for wliom it 
forma a permanent analytical programme, to pianists, and to those ama- 
teurs of musio who can now, owing to the pianola, pursue for the first 
time a systematic and co-ordinated study of Chopin's works, a delight 
hitherto denied to them owing to their inability to read' or play the mpre 
di£&oult compositions. 

" Here in one compact volume, is all that it is necessary to know about 
Chopin and his works except by the leisured enthusiast • » • Each separ- 
ate opus is placed in its proper sequence, and attached to them are brief 
extracts, again from very many writings, together with Mr. Ashton 
Jensen's own lucid criticisms. The task is well done ; nothing has ap- 
parently been left onz that ought to have been put in, and never once 
can our author be accused of being tedious. The book should bo greatly 
studied by &ll."^Daily Chronicle. 

" We would go further and welcome this carefully compiled handbook 
in the interests of all musicians." — Daily Teleffraph. 

" It is obvious to us that Mr. Jonson has done exceedingly well, and it 
is to be hoped that the many lovers of Chopin will reward his labours by 
purchasing his clever, eminently practical and highly interesting and 
instriJbtive handbook."— MusicuZ Standard. 

" A most useful addition to Chopin literature in the English language.'' 
— Muaical Times. 

'* A volume full of interest and instruction, even for those who think 
they know their Chopin well already."— rrut/i. 



In the Press. 

THE ART OF TEACHING. By J. Alfred Johnstone. Crown 
8vo, cloth. 

THE NATIONAL MUSIC OF THE WORLD. By H. F. 

Chorley. Edited by H. G. Hewlett. Contains many 
Musical Illustrations. New Edition with Index. Crown 
8vo, cloth, 6s. 1910 

The subject matter of the above volume is treated of under the divi- 
sions of Music from the East, Musio from the South, Musio from the 
North, and Music from the West. 
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TECHNICAL STUDY IN THE ART OF PIANOFORTE 
PLAYING (Deppe's Principles). By C. A. Ehren- 
PECHTER. With numerous Illustrations. Fourth Edi- 
Ijlon. Crown 8vo, bevelled cloth, 2s. 6d. 

. Contents reposition— Arm— Wrist— Fingers ; Touch (Tone Production) ; 
Legato i Equality ol Tone ; Tension and Contraction ; Five Finger Exer- 
cises ; Slsips ; The Scale ; Arpeggio Chords ; Firm Chords ; High Raising of 
the Arm j Melody and its' Accompaniment ; Connection of Firm Chords ; 
The Tremolo ; The Shake (Trill) ; The Pedal ; Fingering. 

A detailed and exhaustive exposition of Deppe'a principles of the Piano- 
forte teohnio in all its features, notably with regard to touch and pas- 
sage playing, showing the immense advantage to be gained by their appli- 
cation., from the elementary to the higher stages of technical development. 

A pianc-student writes: — "Most aseful. I am always rereading and 
studying it. It has helped me a lot." 

A professional musician who studied after tnis metriod, writes in nn issue 
of the Musical Standard as follows: — "I am sure many must have felt 
with mo that the old system of teaching was useless for the production of 
a technique fit to grapple with ' the appalling difficulties of mucli of the 
music of the modern romantic school of composers. Let all whom are 
ambitious to overcome such difficulties attack them on the lines laid down 
by 0. A. Ehrenfechter, and I am convinced they will find, as I b^ve done, 
their desires realised in a most astonishing manner." 

DELIVERY IN THE ART OF PIANOFORTE PLAYING, On 

Rhythm, Measure, Phrasing, Tempo. By C. A. Ehren- 

FECHiER. Crown 8vo, bevelled cloth, 2s. 
" Deals with rhythm, measure, phrasing and tempo as applied to piano- 
forte playing * * explains the difference between the subjective and objec- 
tive in delivery and expresses his opinioii that a performance of the born 
artist must of necessity be subjective, while the wavering, undecided, and 
uninspired amateur will be safest in giving an altogether objective render- 
ing. The section with reference to accent is particularly good. There are 
numerous illustrations from the works of- the masters." — W. H. Webbe id 
The Pianist's A. B. C. 

PIANO TEACHING. Advice to Pupils and Young Teachers. 

By P. Le Cotjppey (Prof, in the Conservatory of Music, 

Paris, etc.) Translated from the Third FrAnch Edition 

by M. A. BiEESTADT. Post 8vo, cloth, 2s. 

" Well worthy of perusal both by young teachers and pupils. The book 

contains sound advioe, particularly 'applicable to the study of Pianoforte 

placing."- W. H. Webbe in The Pianist's' A.' B. C. 

AN ESSAY on the Theory and Praiptioe of Tuning in General, 
and on Schiebler's Invention of Tuning 'Pianofortes 
and Organs by the Metronome in Particular. Trans- 
lated by A. Wbhrhan. Crown Svo, sewed, Is. 

PRACTICE REGISTER for Pupil's Daily Practice. A 
Specimen, Id., or Is. per 100. 
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WELL-KNOWN PIANO SOLOS. How to Play them with 
Understanding, Expression and Effect. • By Charles 
W. Wilkinson. First Series. Containing 26 Articles 
dealing with the Works of Binding, Scarlatti, Paderew- 
sKi, Handel, Rubinstein, Scharwenka, Schumann, 
Godard, Delibes, etc. Crown 8vo, Is. 

Second and Third Series. Uniform with above. Each 
dealing with tweoty-six various pieces. Is. each. 
Contents of the First Series: — SiNDiNG, Rustle of Spring. Scablatii, 
Pastorale e Capriccio. Paderewski, Minuet in G. Handel, Harmonious 
Blaoksmith. RnniNSTEiK, Melody in P. Schabwfnka, Polish Dance. 
ScHTTUANN, Nachtstiloke. GonABn, Mazurka. Delibes, Pizzicati from 
Sylvia. Gbieo, Wedding: Day at Troldhangen. Elgab, Salut d'Amour. 
Padeeewski, Melodie. Raff, La Fileuse. Tchaikovsky, Troika. Gosabd, 
Berger et Berg^res. Chamiitase, Pierrette. Moszeowski, Btincellea. 
Padebewsei, Minuet in A Major. Gbieq, Norwegian Bridal Procession. 
Liszt, Regata Veneziana. Chaminade, Automne. Moszkowski, Serenata. 
Lack, Yalse Arabesque. Schdmann, Arabeske. Chopih, Etude in G Flat. 
DuEAUD, First Talse. 

Draws one's attention to the beauties in a piece, explains difficulties here 
and there, draws attention to a pedal effeot and any peculiarity of finger- 
ing, and generally gives all the information a professor is expected to 
give to his pupils. 

" Described in detail in a manner to be understood by the youngest 
student, and with a charm that must ensure the popularity of the book.": 
—Aberdeen Daily Journal. 
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TECHNICAL AND THEOEETICAL. 

HOW TO COMPOSE. A Practical Guide to the Composi- 
tion of all Works within the Lyric Form, and which 
include the Valse, Gavotte, Mazurka, Polonaise, 
March, Minuet; and all Ordinary Dance Forms ; as also 
the Nocturne, Impromptu, Berceuse, Reverie and 
Similar Characteristic Pieces. ' By Edwin Evans, 
Senior, F.B,C.0. (author of "The Relation of Tchai> 
kovsky to Art-Questions of the Day," *' A Handbook to 
Brahms' Works," *'The Modal Accompaniment to 
Plain Chant," etc.)- With 60 Musical Examples. 
Crown 8vo, cloth, 2s. 6d. (paper, Is. 6d. net). 

This work is a store of tlie most valuable and practical musical know- 
ledge, so condensed as to be of immense utility for its purpose. 

The plan adopted is that of gradually developing a full composition 
under the reader's own observation ; and of explaining to him every 
feature as it occurs in suoh plain terms that the merest average musical 
knowledge is alone required for its comprehension. The principles of 
this little book, aie in complete accord with those of the very highest 
authorities ; and full indices have been provided in order to bring every 
fact of its contents within instant reach. Independently of composition 
it is of special interest to the general reader; whilst to the musician and 
student it is invaluable. This work is based upon the analogy of the 
above to lyrical poetry; advantage being, taken of the reader's knowledge 
of the latter. 

" A daring subject to tackle, and ^ one that in most cases would be 
better left alone. We must confess that we opened the book feeling very 
sceptical ; but the author — who is well known as one of the most thought- 
ful of our musical litterateurs — has handled his subject in a manner that 
compels our admiration. To the young- musician who feels that he ha.s 
something to say, we strongly advise the immediate purchase of this 
thoughtful and distinctly practical treatise. It will save him from that 
loose, meandering, formless music so characteristic, unfortunately, of 
many of the early works of our young; composers." — Aberdeen Daily 
Journal. 

EXERCISES IN VOCAL SCORE READING. Collected from 
the Works of Orlando di Lasso, Palestrina, Vittoria, 
Barci'oft, Redford, Peter Certon, Byrd, Gibbons, Croft, 
Rogers, Boyce, etc. Fpr Students preparing for the 
R.C.O. and other Examinations. By James Lyon, 
Mus.Doc, Oxon, 4to, paper covers, 3s. 

Although there are books on vocal score reading in existence, the author 
has found the exercises contained in this hookr-tahen from the works of 
writers of the early contrapuntal school — of the greatest possible^ value in 
his private teaching, and he ventures to think that' students preparing 
for diplomas where vocal score reading is required, will welcome such a 
collection as this. 
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EXERCISES IN FIGURED BASS AND MELODY HAR- 
MONIZATION. By Dr. James Lyon. 4to, paper 
covers, 2s. 

EXAMPLES OF FOUR PART WRITING FROM FIGURED 
BASSES AND GIVEN MELODIES. 4to, paper covers, 
4s. 
These exercises arc printed in open score so as to be of use in score 

readingr tests. This volume forms a key to " Exercises in B'igrured Bass *' 

by the same author. 

THE RUDIMENTS OF GREGORIAN MUSIC. By Francis 

Burgess, F.S.A.j Scot, Crown 8vo, 6d. 

Flainsong or Gregorian Music, is the generic name given to that great 
system of eoclesiastical melody formulated by the primitive Church and 
retained in later ages as the official chant for use during the most solemn 
acts of Christian worship. As a system it represents the accumul9.ted 
knowledge of several centuries usually accounted great by those who 
respect tradition and whilst its peculiar and characteristic solemnity 
marks it out as an ideal form of sacred music which the modern composer 
may study with profit. 

•' An entertaining and instructive brochure."— Burton Daily Mail. 

'• A very clear and concise treatise." — Liverpool Daily Post. 

THE ART OF MODULATION. A Hand-book Showing at a 
Glance the Modulations from one Key to any Other in 
the Octave, consisting of 1,008 Modulations. For the 
Use of Organists and Musical Directors. Edited by 

<Jarli Zoelj-Er. Third Edition. Roy. 8vo, ciotli, 4fc,, 
(paper, 2s. 6d.) 

EXERCISES ON GENERAL ELEMENTARY MUSIC. A 

fiook for Beginners. By K. Paige. Fourth Edition, 

Part I. Price 9d. Part II., price Is. Crown Svo, 

sewed (2 parts complete in cloth, 2s. 4d.) 

Contents of Part I.— 1. Pitch. 2. Length of Sounds. 3. Time. 4. Time 

and Accent. 5. Intervals. 6. Scales. 7. Transposition. 8. Syncopation. 9. 

Signs and Abbrevifttiona. 10. Notation. 11. Misoellalieous Questions and 

Exercises. 

Contents of Past II. — 1. Triads. 2, First Inversion of a Triad. 3. Second 
Inversion of a Triad. 4. Dissonances. 5. Suspensions. 6. Seqtrences. 7. 
Cadences. 8. Dominant Sevenths, etc., etc. , 

" We have much praise not only for the general arrangement of the book, 
but for the lucid manner in which the questions are put. The Chapters on 
Time and Accent are exceedingly good, and there are some useful ezercisea 
to aoonstom the pupil to transposition. We are especially pleased, too, 
with the method of writing incomplete bars, and asking the pupil to supply 
the missing parts with rests ; also of requiring notes to be changed into 
rests and rests into notes." — Musical Times. 
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THE STUDENT'S HELMHOLTZ. Musical Acoustics or the 
Phenomena of Sound as Connected with Music. By 
John Broadhouse. "With more than 100 IlluBtrations. 
Fourth Edition. Crown 8vo, cloth, 7s. 6d. 
** In his Preface the author says : — ' Theobjeet of the present book ia to 
give, in one volume, a 'good general view of the subject to those who can 
neither spare time to read, nor money to buy a number of large and 
expensive works.* A perusal of the book justifies us in asserting that this 
design is most satisfactorily carried out ; and it is not too much to say 
that although the plan of the work excludes the possibility of minutely 
dissecting every subject ti'eated upon, any careful reader may obtain so 
clear an insight into the principle of acoustics, as to enable him not only 
to pass an examination but to store up a large amount of general know- 
ledge upon the phenomena of sound." — Musical Times. 

" The Student's Helmholtz will be very useful to many musicians, to 
whom much in Helinholtz's work must appear obscure. I shall recommend 
the book whenever an opportunity offers itself." — Dr. Eittek. 

This work has been specially designed for musical students preparino- 
for examination. 

THE ART OF MODULATING. A Series of Papers on Modu- 
lating at the Pianoforte. By Henry C. Banister. 

"With 62 Musical Examples. Crown Svo, limp cloth, 2s. 

Moreover in writing a composition there is time to think, devise and 
contrive ; taut that which is the subject of the above work is promptness, 
readiness, and quick thought under special circumstances. 

Not only at examinations — viva voce — but in actual experience, is ability 
required to pass rapidly with very little "process" from one key to 
another^ 

" A great portion of the book is taken up with analyses of the modula- 
tions employed by the great composers in their most significant works — 
these are always scholarly and ingenious and certainly show how by prac- 
tice wedded to adequate knowledge it may be possible to pass rapidly with 
very little of what the writer calls ' proeess "from one key to another. "-f 
London Musical Courier. 

PRONOUNCING DICTIONARY OF MUSICAL TERMS. By 

Dr. Dudley Buck. Sixth Edition, with the Pronunciation 
of each Term accurately given. Edited and Revised by 
A. Whittingham. Crown 8vo, cloth, Xs. (paper, 6d.) 

A most valuable and useful little book to all musical people. The method 
■^adopted for giving the correct pronunciation of each term is most concise 
and clear. 

HARMONY, EASILY AND PROGRESSIVEtV ARRANGED. 

Presenting in a Simple Manner the Elementary Ideas as 
well as the Introduetiori to the Study ot HaTmony. 
With about 300 Musical Examples arid Exercises. By 
Paul Colberg. Crown Suo, elo-th,'2s. '(jpiiper, Is.) 
August Wilhclmi says :— " This work is distinguished by brevity and 
clearness 1 most warmly recommend it." 
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ELEMENTARY MUSIC. A Book for Beginners. By Dr. 

Westbeooe. With Questions and Vocal Exercises. 

Thirteenth Edition. Crown 8vo, eloth. Is. Cd. (paper, 
Is.) 

OOHTESTS:— 1. The Staff and its CIq^s. 2. Notes and their Eests. 3. 
Bars and Time. 4. Accidentals. 5. Keys and Scales. 6. Intervals. '7. 
Musical Fitch. 8. Accent. 9. Secondary Signs. 10. Ornaments and Groups 
of Notes. 11. Voices and Scores. 12. Churoh Modes. -13. Italian and other 
Directions. U. Foreign Note-Names. 15. Questions. 16. Tocal Exercises 

" His explanations are extremely clear. The questions at the end will 
be found very useful." — Musical Times. 

" This little primer is one of the best of its kind, and forms an admir- 
able course of preparation for the local examinations in musio * * * * it 
ensures, as far as a book oan, an intelligent and thorough grasp of the 
elements of musical knowledge. The questions at the end of the book will 
be found invaluable to teacher^.*' — Journal of Trinity College, London. 

HOW TO MEMORIZE MUSIC. By C. F. Kento*i. With 
numerous Musical Examples. Crown 8vo, cloth, 2s. 
(paper, Is.) 

" Mr. Eenyon proves himself an excellent guide ; and indeed we know 
of no other work devoted to the subject with which he has dealt so thor- 
oughly and so successfully." — Glasgow Uerald. 

" Points out the paramount importance of being able to play from 
memory. Many useful hints are given on the course of study to be 
adopted." — Morning Post. 

" A most valuable little book of eight chapters, containing valuable 
information on the art of memorising, with many illustrations." — Western 
Morning News. 

*' May do much good inducing young pianists to exert their brains to- 
gether with their fingers." — Yorkshire Post. 

HARMONY AND THE CLASSIFICATION OF CHORDS. 

With Questions and Exercises. By Dr. J. H. Lewis. 
Vol. 1, 8vo, boards, cloth back, 5s. 
—Ditto, Vol. 2. 8vo, boards, cloth. back, 5s. 

COUNTERPOINT: A Simple JCndlntgUigible Treatise. Con- 
taining the most Important Rules of all Text Books, in 
Catechetical Form ; (Forming an Answer to the Question 
"What is Counterpoint?") , Intended for Beginners. 
By A. Livingstone Hirst. Crown 8vo, sewed, 9d. 

THE ART OF MODULATION. A Hand-book showing 
Glance the Modulations from one Key to any Other in 
the Octave, consisting of 1,008 Modulations. For the 
Use of Organists and Musical Directors. Edited bjr 
Caru Zoelleb. Third Edition. Roy. 8'vo, cloth, 4s. 
(paper, 2s. 6d.) 
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THE HARMONISING OF MELODIES. A Text-Book for 
Students and Beginners. By H. C. Banisteb. Third 
Edition, with numerous Musical Examples. Crown 8vo, 
limp cloth, 2s. 

Chaftebs :— Introductory, The Uesouroes of Harmony ; Harmonising with 
Common Chords Only, General Principles; Couplets of Common Chords; 
Plan, Rhythmical Structure, Phrases, Cadences; Cadences in Connection 
with Modulation, Melodies in the Minor Mode ; Continuity, Congrnity with 
Words; Illustrations of Harmonising the same Melody in Different Ways 
with Changed Mode ; Florid Melodies, Unessential Notes, Different Forms 
of Harmonising ; Pianoforte Accompaniment to a Melody ; Arpeggio Ac- 
companiment; Aooidentals and Chromatic Passing Notes, A Caution, 
Summary. 

MUSICAL SHORTHAND for Composers, Students of Har- 
mony, Counterpoint, etc., can be Written very Rapidly 
and is more Legible than printed Music, with Specimens 
from Bach, Handel, Chopin, Wagner, Mendelssohn, 
Spohr, Mozart, etc. By Fbancis Taylor, 14 pages, 
12mo, sewed, 6d. 
** Composers and Students of Music expend a vast amount of time in mere 
painful mechanism." We have only six totally unlike signs. These from 
their simplicity can be written with great rapidity, one dip of the pen 
siiffioing for an entire page, and the writing being as legible as possible. — 
Preface. 

TRANSPOSITION AT SIGHT. For Students of the Ongan 
and Pianoforte. By H. Ernst Niohol. Third Edition, 
with numerous Musical Exercises. Crown 8vo, cloth. 
Is. 6d. (paper, Is.) 

There is no need to dwell upon the usefulness or even the necessity of 
transposition to the organist or the accompanist of songs. The practice of 
transposing upon the lines here laid down developes the " mental ear," 
quickens the musical perception and giyes ease in dight-reading ; as it is 
evident that, if the student can transpose at sight, he will not have much 
difflonlty in merely playing at sight. The author has made free use of the 
tonio sol-fa as well as the old notation in his many musical examples. 

MUSICAL ANALYSIS. A Handbook for Students. By 
H. C. Banister. With Musical Illustrations. Crown 
8vo, limp cloth, 2s. 

This series of Papers has not been intended as a Treatise on its bound- 
less subject; only illustrative of the way in which students may go to 
work in the interesting process of Analysis. To work at it is much more 
interesting and improving than to read Analysis already made for them. 
The student should look out for beauties, even of the simpler kind, as 
well as endeavour to solve recondite problems. Try and enjoy the land- 
scape and not merely map out the country. 

" This neatly-got-up volume is jidispen'sable to all students of music. It 
is at once thorough and popular, scientific and interesting, and whilst most 
instructive, it is charmingly lamiaoaa."— Gentleman's Journal. 
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THE STUDENT'S BOOK OF CHORDS. By Pascal Need- 
ham. Crown 8vo, sewed, 6d., 

The Author says ; — A very large number of music students, executive and 
theoretical, have expressed to me from time to time a desire for a cheap 
book, in which the chords with their inTcrsious and resolutions are briefly 
and clearly explained. To these students 1 dedicate this work. 

A FIRST BOOK OF MUSIC FOR BEGINNERS, Embodying 

Recent English and Continental Teaching. By Alfred 

Whittingham. Sixth Thousand. Crown 8vo, sewed, 2d. 

The two principal objects kept in view in writing this littl$ book were 

Thorbughness of Definition and Regular Order in the arrangement of Sab- 

jeota. It differs from all other similar works in that all the technical 

terms in masio are introduced in the Answers not in the Questions. 
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VIOLIN. 

THE ART OF HOLDING THE VIOLIN AND BOW AS EX- 
EMPLIFIED BY OLE BULL. His Pose and Method 
proved to be based on true Anatomical Principles. By 
A. B. Crosby, M.D., Professor of Anatomy. Por- 
trait, Diagrams and Illustrations. 8vo, cloth, 2s. 
(paper, Is.) 

f- Included ih the above arc some interesting recollcctious and anecdotes 
of Ole Bull. 

THE HISTORY OF THE VIOLIN and other Instruments 
Played on with the Bow from the Remotest Times to the 
Present. Also an Account of the Principal Makers, 
English and Foreign. With Coloured Frontispiece and 
numerous Full-page Illustrations and Cuts. By William 
Sandys, F.S.A., and Simon Andrew Foestee. 390 
pages, 8vo, cloth, 7s. 6d. net (published at 14s.) 

THE VIOLIN, It§ History and Construction. Illvistrated 
and Describeti from all Sources. Together with a List 
of Tyrolese and Italian Makers. With .Twenty-nine Il- 
lustrations and Folding Example of the First Music 
Issued for the Lute, Viol and Voice. From the German, 
of Abelb and Niedekhbitman. By John Beoadhoube. 
Crown 8vo, cloth, 2s. 
■' The learned and instructive treatise of Abcle, stiffully rendered by 
J. Broadhouse and supplemented by a version of Niederheitmann's list of 
Italian and Tyrolese violin makers, a compilation invaluable to collectors 
and connoisseurs of rare fiddles » • * a vrork wMoh forms a noteworthy 
addition to the small number of English "books upon this ,interesting 
subject." — Scotsman. 

The importance of this work has been long recognised on the Continent, 
where it is eagerly sought -for at a high price. The above is a full trans- 
lation, special attention has been given 'to a proper rendering of technical 
portions. 

INFORMATION FOR PLAYERS, Owners, Dealers and 
Makers of Bow Instruments, Also for String Manu- 
facturers. Taken from Piersonal Experiences, Studies 
and Observations. By William Hepwoeth. With Il- 
lustrations of Stainer and Guarnerius Violins and Guage 
of Millimetres and Centimetres, etc. Crow" 8vo, cloth, 
2s. 6d. 

Contents :— The Pegs— Neck— Fingerboard— Bridge— Tail-Pieoe— Saddle— 
Tiolin Holder— Tail-pin— Bar— Sound Post— On the Stringing of Bow In- 
struments in General Use— Strings — Rosin— Cleaning of the Instrument and 
the Bridge— Bow — ^Violin Case — Repairs — Preservation — Conclusion. 
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TECHNICS OF VIOLIN PLAYING. By KAftL CouavOisiBR. 
With Illustrations. Tenth Edition. Cloth, 2s. 6d. 
(paper, Is.) 

"It is my opinion that this boot will ofler. material aid to all violin 
players." — JoicHiu. 

** As far as words, aided by diag'rams, can make olear so practical a 
subject as the playing: of a musical instrument, this little book leaves 
nothing to be desired. The author, who was a pupil of Joachim, has 
treated the subject in a most thorough manner, and we can highly recom- 
mend his little book." — Educational Times. 

" Illustrated in the clearest possible manner, by really admirable 
drawings." — Graphic. 

" Oourvoisier, a pupil oi Joachim, has aimed at presenting. an exposition 
of the methods of that great master, in which attempt he has, according 
to Herr Joachim's own explicit declaration, been very successful." — 
Scotsman. 

" A most thorough exposition of everything connected with this difficult 
instrument." — Schoolmaster. 

TREATISE ON THE STRUCTURE AND PRESERVATION 
OF THE VIOLIN and all other Bow Instruments. To- 
gether with an Account of the most Celebrated Makers 
and of the Genuine Characteristics of their Instruments. 
By J. A. Otto, with Additions by J. Bishop. With 
Diagrams and Plates. Fourth Edition, further En- 
larged. Crown 8vo, cloth, 3s. 
Contains instructions for the repair, preservation and bringing out the 

tone of instruments ) tracing model for violin, mutes and fiddle holders ; 

list of classical workd for stringed instruments.' This work is especially 

■valuable .for makers of violins. 

HOW TO PLAY THE FIDDLE. For Beginners on the 
Violin. By H. W. and G. Geesswbll. Eighth Edition. 
Crown 8vo, cloth, 2s. (paper. Is.) 
Joachim says : — " Contains many useful hints about violin playing." 
Contents :— .General and Introductory — On Teaching the Violin — On In- 
struction Books — On Practice — Relating to the Purchase of a Violin — Im- 
portance of Buying a Good One — How "to Set about Securing a good Violin 
—The Merits of Old Fiddles, Age and Use— The Testing or Making Trial 
of a Fiddle — Preservation and Repair of Violins — General and Historical — 
Few Short Beinarks of a General Character — Short History of Some Cele- 
brated Violiii Makers-^The Sound Bar and the Sound Post— The Bridge— 
A Few Words on the Pegs, Mute, Resin and Fingerboard— The Strings— 
The Mode of Stringing — The Bow— Bowing — The Method of Tuning the 
Violin— Some Rules to be Observed in Playing— Double Stopping— Har- 
monics — Remarks on the Shift — The Shake — On Playing with an Accom- 
paniment — Concluding Observations. 

" We can cordially recommend this clever little work to all who are 
studying the violin. "^GroyAiC. 

FACTS ABOUT FIDDLES. Violins Old and New. By J 
Beoadhousb. Fourth Edition. Crown 8vo, sewed, 6d- 
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PRECURSORS OF THE VIOLIN FAMILY. By K. 

ScHLEsiNGER. Many illustrations. 8vo, cloth. In the 
Pres^. 

VIOLIN MANUFACTURE IN ITALY and its German Origin. 
By Dk. E. Schebbk. Translated by W. E. Law son. 
Second Edition. Square 12mo, sewed, Is. 

HOW TO REPAIR VIOLINS and other Musical Instruments. 
By Alfred F. Common. With Diagrams. Crown 8vo, 
boards, Is. 

SKETCHES OF GREAT VIOLINISTS AND GREAT 
PIANISTS. See "Biographical Section." 

LIFE OF STRADIVARIUS. See "Biographical Section." 

BIOGRAPHICAL DICTIONARY OF FIDDLERS. See "Bio- 
graphical Section." 

THE VIOLIN AND STRING WORLD. Monthly (in Continu- 
ation of "The Violin Times.") With Portrait Supple- 
ments. Annual Subscription 2s. 6d. (Abroad 3s.) 

HOW TO MAKE A VIOLIN, Practically Treated. By. J. 
Broadhouse. New and Revised Edition. With 47 Il- 
lustrations and Folding Plates and many Diagrams, 
Figures, etc. Crown 8vo, bevelled cloth, 3s. 6d. 

Contents : — Introduction — The Parts of the Violin— On the Selection of 
Wood— The Tools Eequired— The Models— The Mould — The Side-pieoea and 
Side Litiings— The Baolt— Of the Belly— The Thiokness of the Back and 
Belly— The Bass Bar— The Purfling-- The Neck— The Finger-Board- The 
Nut and String Guardr-Varnishing and Polishing — Varnishes and Colour- 
ing Matter — The Varnish — A Mathematical Method of Constructing the 
Outline — The Kemaining Accessories of the Violin. 
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PHYSICAL DEVELOPMENT IN RELATION TO PERFECT 
VOICE PRODUCTION. By H. Travbrs Adams, B.A. 
8vo, sewed, 2s. net. 
This work is especially intended for etudents and is divided into sections, 
Buoli as Vibration, Breaks and Registers, The Speaking Voice, Attack^ 
Practical Application, Breathing, Inspiration, Pinal Exercise in Inspira- 
tion, Expiration, Active or Forced Inspiration, Completion of Breathing, 
Practice of Sounds, Placing, Classification of Voices. 

OBSERVATIONS ON THE FLORID SONG. Or Sentiments 

on the Ancient and Modern Singers. By P. F. Tosi. 

Translated by Mr. Galliard. With folding Musical 

Examples. 184 pages. A Reprint of this Celebrated 

Book, first published in 1743. Crown 8vo, boards with 

vellum-like back, price 6s. (pub. 10s). 

Uecommended to all Students of the Italian Method of Singing by the 
late Charles Lunn. 

" The readers of the Etude have frequently been treated to quotations 
from this remarkable work. To the teacher and student of singing it has 
a peculiar message. It stands for all that is sound and final in the phil- 
osophy of singing and shows that the assthetics and morals of the art are 
changeless. Those who need a healthful mental stimulus should read this 
reprint of a work that represents the best thought and practice of .the 
old Italian singers and singing masters." — The Etude. 

*' It is a practical treatise on singing in which the aged teacher em- 
bodies' his own experience and that of his contemporaries at a time when 
the art was probably more thoroughly tailght than it has ever been since. 
Many of its remarks would still be highly useful." — Grove*8 Dictionary of 
Music and Musicians. 

Les prinoipes de I'ancienne et belle Soale du chant italien sent exposes 
dans cet ouvrage avec Clart^ et sent aocompagn^s d'observations qui d^mon- 
trent que Tosi fut un grand maltre dans cet art. Galliard a donn€ une 
traduction anglaise de ce livre accompagne de notes, k laquelle Burney 
accorde des Eloges, et que Hawkins critique am&rement. — Fetis, Biographic 
des Musiciens. 

" The treatise of Tosi is altogether practical and contains a great number 
of particulars respecting the management of the voice, and the method of 
singing with grace and eloquence. Moreover it contains short memoirs 
and general characters of the most celebrated singers, male and female, 
of the author's time. Tosi was not only a very fine singer, etc." — Dic- 
tionary of Musicians, 18S7. 

CATECHISM OF PART SINGING. And the Choral Services: 
By John Hilbs. Third Edition. Thick post 8vo, 
sewed, price Is. 
Advice to singers on every point of interest in reference to the vocal 

organs. 

VOCAL EXERCISES FOR CHOIRS AND SCHOOLS. By Dr. 

Westbrook. Post 8vo, sewed, 2d. 
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TWELVE LESSONS ON BREATHING AND BREATH CON- 
TROL. For Singers; Speakers and Teachers. By Geo. 

E. Thorp. Crown 8vo, limp cloth, Is. 

TWENTY LESSONS ON THE DEVELOPMENT OF THE 

VOICE. For Singers, Speakers and Teachers. By 

Geo. E. Thorp. Crown Svo, limp cloth, Is. 

Mr. Thorp's two books have from time to time been recommended by 

various eminent vocal specialists as giving- practical aid and advice for 

the training, care and development of the voice. They are free from any 

biased " system " or " discovery." 

TREATISE ON THE TRAINING OF BOY'S VOICES. With 
Examples and Exercises and Chapters on Choir-Organ- 
ization. Compiled for the Use of Choirmasters. By 
George T. Fleming. Crown Svo, cloth, 2s. 

GRADUATED COURSE OF EXERCISES FOR BOY 
CHORISTERS. ' With Pianoforte , Accompaniment. 
For Use in Conjunction with Above. By G. T. 
Fleming. 4to, album, sewed. Is. 

Ditto, Boy's Voice Part only, 6d. 

50 MUSICAL HINTS TO CLERGYMEN. Management of 
Breath, Classification of Male Voices, Management of 
the Voice, The Service. With twenty specially written 
Exercises. By Geo. F. Groveh. Crown Svo, sewed. Is. 

SOME FAMOUS SONGS. An Art Historical Sketch. By 

F. R. RiiTER. Svo, sewed. Is. 

HOW TO MANAGE A CHORAL SOCIETY. By N. Kilburn, 

Mus. Bac. Third Edition, Revised. Crown Svo, sewed, 
6d. 

HOW TO SING AN ENGLISH BALLAD. By E. Philp, 

Seventh Edition. Crown Svo, sewed, 6d. 
•* It would-be difficult to find a casket of brighter gems than those which 
lie within the cover of this little work." — Illustrated London News. 

RUDIMENTS OF VOCAL MUSIC. With 42 Preparatory 
Exercises, Rounds and Songs in the Treble Clef. By 
T. Meb Pattison. Second Edition. Post Svo, sewed. 4d. 

VOICE PRODUCTION AND VOWEL ENUNCIATION. By 

F. F. Mbwburn Levien. Diagrams by Arthur C. Bbh- 
REND. Post Svo, sewed, 6d. 
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JUDAISM AND MUSIC. By Richard Wagner. In the Press. 

THREE IMPRESSIONS OF BAYREUTH. The 1908 and 

Previous Wagner Festivals. By Rose Koenig. With 

Two Facsimile Programmes. Crown 8vo, cloth, 2s. net 

(paper, Is. net). 

'.' Entertaining and agreeable reading, as recording the impreasions of a 

muBical and susoeptible hearer."— Yorkshire Post. 

HOW TO UNDERSTAND WAGNER'S "RING OF THE 
NIBELUNG." Being the Story and a Descriptive Ana- 
lysis of the "Rheingold," the "Valkyr," "Siegfried" 
and the " Dusk of the Gods." With a number of Musi- 
cal Examples. By Gustavb Kobbe. Sixth Edition. 
Post Svo, bevelled cloth, gilt top, 3b. 6d. 

To be appreciated in the BTiallest way Wagner mnst be studied in 
advance. 

WAGNER. " Der Ring des Nibelungen." Being the story 
concisely told of "Das Rheingold," "Die Walkiire," 
"Siegfried" and " Gotterdammerung." By N. Kil- 
BUBM. Crown Svo, sewed, 9d. net. 

WAGNER. A Sketch of his Life and Works. By N. Kil- 
BUBN. Sewed, 6d. 

WAGNER'S "PARSIFAL." And the Bayreuth Fest-Spiel- 
haus. By N. Kilburn. Crown Svo, sewed, 6d. 

BEETHOVEN. By Richard Wagner. See " Biographical " 
tral Section." 

ON CONDUCTING. By Richard Wagner. See "Orches- 
tral" Section. 

WAGNER. See "Makers of Music." ("Biographical Sect.") 
„ See "Mezzotints in Modern Music." (.Esthetics, 

etc.. Section.) 
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MANUSCRIPT MUSIC PAPER. 

(a) 12 Staves. Roy. 8vo (10 by 6i). Ruled even (120 
sheets), the lot 2s. 6d. 
This is pro-eminently the Musical Students' Paper, as it is light, port- 
able, smooth and easy to write upon ; each sheet, too, will hold a large 
quantity of matter. There is no paper better suited for Exercises on 
Counterpoint and Harmony. 

(6) 12 Staves. Oblong folio (14 by 10). Ruled in 
groups of 3 Staves for Organ Music. 6 quires 
(120 sheets), the lot 5s. 
The paper is of the same size as ordinary oblong* folio. Organ Llusic, 
e.g.. Best's Arrangements, etc. 

(c) 12 Staves. Folio music size ruled in threes (10 by 

14). 5 quires (120 sheets), the lot, 5s. 
Exactly the same in size as ordinary folio printed music so that upon it 
Songs or Organ Pieces may be written just as they are to be printed. It 
is a very useful paper, as Manuscript musio written on it can be bound 
with Printed Music. 

(d) 12 Staves. Quarto size (11 J by 9J). 5 quires (120 

sheets), the lot, 3s. 6d. 

(e) 12 Staves. Oblong quarto (9J by llj). 5 quires 

(120 sheets), the lot 3s. 6d. 

(f) 12 Staves. Folio music size, ruled even (10 by 14). 

5 quires (120 sheets), the lot Ss. 

(g) 12 Staves. Folio music size, full score, 24 staves 

(10 by 14). 5 quires (120 sheets), the lot 5s. 
' (h) 14 Staves. Quarto size (llj by 9i). 5 quires (120 
sheets), the lot 3s. 6d. 

CHOIR ATTENDANCE REGISTER. 

No. 1. Ruled for a Choir of 20 or less for One Year, 

beginning at any date. Is. 6d. 
No. 2. Ruled for a Choir of 40 or less, for One Year, 

beginning at any date. 2s. 
No. 3. Ruled for a Choir of 60 or less, for One Year, 

beginning at any date. 2s. 6d. 

CHOIR LISTS FOR SUNDAY SERVICES. 

No. 1. Morn, and Even. Printed in Red. Is. 4d. p6r 100. 
No. 2. Morning, Afternoon and Evening. Printed in 

Red. Is. 6d. per 100. 
No. 3. Morning and Evening. Printed in Red and 

Black. Is. 8d. per 100. 
No. 4. Mprn. and Even. Printed in Red. Is. 4d. per 100. 



